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DRAMATISING REALTIY 


The production and Pecept ton: of the 
‘television drana-documentary DUMAY ae 


by coos 
. TONY FLOWER # 


The thesis stems from a programme of ‘esearch which . 


‘was carried out at the Centre for Mass Commnication . 


- Research, Leicester University, after which a number 
‘of key problems in the field of: 'understanding tele-_ 
' vision! were framed at a colloquium in Copenhagen .. 
. towards the end of 1976. . This study takes up many of 
the recommendations of that meeting in ee cuneneing “ 
the entire process of ‘making a major television. * 
programe from the formation of an original ‘programe 7 ous 
idea’, through scriptwriting,’ casting, shooting and > ae 
. editing. to transmission. ‘As an exercise.in Participant ~ 
_ Observation it records in detail the operation of a REECE 
range of structural constraints and their effects upon 
the film and its production personnel, as well as recording 
and comparing a producer's original intentions and their 
. adaption or retention within a process of production.’ * “* 
“In focussing upon a drama-documentary the thesis also 
_ examines the concept of realism and its construction — 
within a film. It posits.realisa, not as a means of: . 
. copying reality, but as the result of a culturally © 
‘constructed symbolic activity in which both the producer. 
"and his audience participate. : The thesis therefore adopts: - 
an holistic approach where ‘production! ' is the sun of all’: 
the different moments of production and “reception | within» 
a communicative process as a whole.” “It consequently - 
includes a study of a sample audience and individual's ~~ 
reactions to-the programme. The study is critical of. ; 
seniotic analysis in so far.as it divorces an examination © 
ofa message and its reception from its source, and it 
concludes that a continuous programme of pee ee 
_ documentation at ground-level must’ be necessarily -’ ne 
complementary to other studies of television ab a nediun.” Sree 
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SECTION ONE 


‘An introduction to the thesis 


Introductory : te 

Isainh Berlin once identified the popular belief that it is the 
philosopher's job to answer humanity's three enduring queations ~-. 
tiihera. do we come from?*, ‘What are we doing?" and ‘Where are we going?’ s 
Fortunately, it has not been my task to answer these questions in any 
universal sense, but the following inquiry has attempted. to apply a 
sinilar set of questions to one of humanity's products, namely a eingle ; 
television programmes. | 


I have therefore set out. to examine the circumstances of ouch a 
procrame!a genesis, its development within particular processes and 
structures and the intentions which were investigated within it. Since 
the principal intention involved was that the programme chould convey _ <i) 
& particular range of meaning, I have then found it nocessary to use 

a sinilar approach in a study of the way in which the Programio was 
understood by an audience. In a study of both production and reception 
I have therefore eet out to discover what people actually do in 
constructing and reconstructing a given programe by trying to penetrate 
the frames of meaning which vere employed at either end of the procosse 
In seeking to do this, it ve becomes necessary to explicate sode of 
the frameworks which I have cxployods To do GO, and to answer Borlin's 


three questions as they apply to the folloving otudy, is the nain 
purpose of this introductory eections 


at Ye 
oe 


The backrround to the research: first sources 
The imiediate ansver to the first question can be traced throuch a 


number of papers produced by the Centre for Hass Communication Research 


“wader the rubric Understanding Television's’ Under the auspices of 
tha Council of Europe tvo colloquies had‘been held ~ ono in Lausanne in 
4972, and the other in Leléester 4n 1973 = these having been arranged 

“an order to ‘look at the problems associated with ‘the éritical reading 

of television language’. re 
Whdlo the two meetings shared a number of perspectives, the ‘Lausanne 
‘discussion tended to emphasise a technical approach; acing questions 
like ‘Yow can those whd watch television cot the message?! The Leicester 
colloquy then saw a chift of enphasis tovards a core holistically critical 
perspective. Here the role of research was not necessarily seen as 
making systems more officient, tut rather an calling entire systeas into 
‘question, = °° 7 Sona a RE 


Lae tyece =. = Eos 


‘Following the ‘Ledeester neoting, a eS project | Was therefore planned 
and sarees out with the conoperation of ATV Networks Ltd to exanine the 

| ways in which a given tolevision programe had actually been undoratood 
‘by people in three different countriese The central nigat ean had 
consequently ‘been ehifted away fron that of the efficient Aupnaterence 


of neaning towards questions 1ike "What “Ao we mean af we say a mossage 
has been underatood?"? 


a 


The results of this eemunek were duly proveated ata Ca colloquiun 
held in Copenhagen in the autumn of 1976. Various broadcasters as well as 


4e See Halloran, JeDe (1973), Understanding Television: some coments 


on the role of mass communication research (GICs 
Halloran, Jee et ale (1970), Understanding Television! an 
exploratory study in three countries Chea, 

Taiioran, i (1977), Understanding Tolevisiont relevanco for ~ 
cultural policies (Counc? of surope final paper cCc/DD(77)50)« 
ran, JeDe (1977) Understanding Television research and 

broadeaster comoneration (Council of Europo)e 


Ze Halloran, JeDe ot ale (1976: 4), 


academic researchers had necessarily been involved.in.the project, and 
representatives of.both, groups-also came-along to the.Copenhagen. 
meetinge .The.report mentioned several.clashes of ideas, but it also 
referred to.a welcome and.mutual airing of both. broadcasters! .and 


researchers! difficulties, aims and resources... 


One particular difficulty experienced ‘by researchers which’ surfaced 
during’ the’course of discussions was that of acquiring access to” * ~~ 
individual television' productions. There are indeed innumerable © 
difficulties in gaining such access, although’ by no°means ‘all of the’ 
obstacles are’set up by’ the broadcasters.” Nevertheless,’ there does 

exist the primary difficulty of trying to study the making of programmes 
which have-already been made before-the researcher hears about them. At 
the meeting:Mickael Gurevitch made. special reference to the problems of; 
doing,'post hoc’ research --the type of research which had been the. ; 
modus operandi of the study in-question =-:and he went on to-specifically- 
argue the case*for studying production in situe This would. mean monitoring 
& production: from the very conception, of:a programme idea right through 

to the. programme's transmission, and Gurevitch felt that the actual . 
inclusion of a researcher as part of a production team would prove invaluable 


in gaining.a better understanding of the processes involved. 


This suggestion:did not fall upon stony.ground. «The producer of the 
programme which had been the subject of the’ Copenhagen. colloquy was 
about to take up the post of Controller of:Programmes at-AfV, and was « 
therefore in a position to act upon the idea. -This he did = and very 


3e See Halloran, J»De and Gurevitch, M. (1970), Broadcaster/Researcher 
co-operation. in mass commnications research (CMCR). 


* 


quicklye Within a,month he came up with the kind of offer which ia-. 
difficult. to refuses ATV was about.to-produce a major drama-documentary; 
a true story about.a young.deaf cirl from Bradford and her somewhat 
Dostoyevakian decline through prostitution to being jailed. for ~ wt 
nanslnughters . The programe vag at that tine fairly well advanced as 

a working idea, but none of the production personnel. or‘ the-actors had 
yet been hired with the exception-of the writer, and his acript was still 
in only a very tentative forme In fact, the only other person involved 
at this time was the man who had brought the programme idea to ATV in 
the first place, As the programme's producer this man had also given it 
a provisional title = DUNN, 


The suggestion: was thatthe Leicester :Centre could attach-a researcher 

to the production at this:very early stage in its development, and he or 

eho would then be able to ctay with it until tranmiission = more or lecs 

in fifitnent of Gurevitch's original pleas ATV could no doubt cain sone 
call capital fron cuch co-operation, but the offer was genuine enough — 

and dopqndent only upon cecuring the producer's approval, There was, of 

courso, one other factor to consider at this point, and that was finding 


a rescarcher who would be able to stay with the production for what was 
to be nearly a year. 


The ba und to‘the research! yeneral orientations 


Having found myself in the right place at the richt time, I am bound to 
qualify that 'right!, --Why should anyone want to study the making.of just 
one television programe, ond what interests should be declared or 
objectives cited? The answer to that is-as many as one would hope to- 
dray-from-the cubjecte. 


ot A 


Fron my point of view the possibility of boing able to study a production 


throughout ite passage from almost: the first climiering of the procramo 
idea was as essential as it.was fortunate,. fuch opportunities are in any 
case thin cn the cround, but the chance to study the making of this 
particular kind of programe is very rare indeed, In point of fact, this 
would be the only full-length study of such a Programe in which the 
circumstances eurrounding the reification of a producer's intentions | 
could be monitored an they occurred, inatead of being deduced after the _ 
fact. The opportunity of moking a contribution to our kmowledce of 
cultural production had therefore clearly presented itself. 


There were, however, other reasons for advocating this kind of research. 

In order’ to seek an explanation of motive, and an anewer. to tho first 

of Berlin's ‘universal questions’ as applied-to this study, it: ia necessary 
to. dig a little more deeply. -- -*. = ER a cre 


Television production 1a: of interest to scciologinte’ purely as a cocdal 
procees or the sito of social activity. Although the director, Michael 
Winner, has defined a good production teas as one in which everyone does 
precisely what he telis then, the activity of film or television 
production cannot be reduced to that of a singlo individual in the way 
that the process of writing a novel can, With the exception of people 
like certain animators, who may personally plan, draw, photocraph and .~ 
edit an entire film, the television producer is almost never a croator 
in the Romantic sense of the terme He or che in aloo amenber of an «i: 
organisation and a profession. The producer and his or her toam may then 
evolve sepiented commitments to theusolven, the product, their 

professions cr the organisation, and this may result in either aprecuent 

or conflict at any stage. Any particular proceas of production is therefore 
fair game for someone interosted in action which is being carried out 


within civen roles,-institutions or organisations in the sane way that 
people working in a factory, or deaf people living in a working-class 
area of Bradford, aro interesting. 


Television production can neverthelesa’be a special source of interest 
because it-is a‘meons through which a producer hopes to-comminicato + ~ 
with others, and o lot of others at that. A television programme does 
not have to commnmicate anything except perhaps to ita’mehkers.”>Producers: 
may ultimately be speaking to themzelves, but at least part of their 
intention isto produce a product which will appear to speak for iteelf 
to an audience. While working within the contextual orientations of 
institutions and organisations, a television producer can then be: said. 
to'operate within the additional context of his or hor orientations 
towards an euwdience. The interest in this particular kind of production. 
is therefore extended beyond’ that of studying the overt social activity 
on a shop floor towards that of studying the implicit social theory 
dnvested in the product itself, 


For the nass conmundeations reoearcher the possibility that both this 
theory and the practice of production wild have consequences for the 
product in then coupled with the idea that the product's moans of 
distribution ects it uniquely apart from all other modine ‘he result is 
an additional interest in tho relationship botween the production and | 


tho reception of ‘the product; an interest which is shared by practitioners? 


felevision is vy far and away tho nost important of the 
mass medin because of the way it is distributed and 
therefore because of the way it is received. People can ~~": 
seo it with all thoir defences down. Thoy don't pay Boney 
‘or dress pe There it is. The way that "there it is! 
scens to offer opportunities to the writer that have not 
= been technologically or culturally possible before. What 
I write is on televinion or nowhere. Although sy 
- evangelical ideas have been Buffeted'a bit, television < 


still seons to be the arena’for a writer to Py, aT = 
address hin follow citizens. 


(Dennis Potter, talking on IT's THE LEFT BUIK SHOu, 
, . 1492678) 


The interest is centred upon the potential power of the relationship. 

If people do indeed watch television with all their defences down, then 
the position fron.which a playvright like Potter, or any other |. 
practitioner, addresses hin follow citizens is likely to be very poverful. 


cots 


Doth his evangelical ideas and the neaug of their dictributicn are 
therefore subject, to exposure ond criticica by coclologists if for no 
other reason than that they are usually menbors of that ccction of cociety 
who are not broadcasters. MHowevor, the cociolocist's lecigizate concern is 
not the ideas themselves, but their resonances and suggestions. If Potter 
really was asserting that people watch his plays with no dofences roised, 
he would be bepeing the quection. . In thoory, a television propraune may. . 
opeals directly to an audience, but in practice it may simply cot off 
resonances or suggestions within that audience through a proceas of _ . 
induction rather than direct contacts Alternatively, it cay not have any 
effcct at all, cr if it did it might not be a function of its moans of 
distribution but rather tho result of a redistribution of ideas and 
aignifying practices within existing cocial channels. That is why I 
referred only to the potential power of a relationship betwcon production 
and reception; any effective changes which might occur can also be fod 


back to modia producers, as neabera of society, to become caused. 


Masa media would then have to be approached as signifying agencies within 
society as a whole rathor than as the means by which autonomous producers 


wield direct influence upon their audience. The idea of cecking to police 


the noblesce oblige of individual producers can therefore divert attention 


away froma not only the questions of what society as audience does with - 
media products and how society an source generates then, but also the 
questions which can be addressed to the nediua itself. 


Ono of the most fumdonental points of departure is therefore to tako 

an holistic approach to the study of mass media, Hass commnication - 
research hag itself been traditionally interdisciplinary cince the nature 
of the subject has made it necessary to ue and perhaps to combine several 
different types of analysis. , Eliott. (1972), for example, fused a 
sociology of orginizations with a. sociology of art in his atudy of the 
valting of a television sericea, and I will be drawing upon both *technical! 
and 'value' analyses during this precent studye It is perfectly possible, 
and it has often only been possible to study individual aspects of masa 
media such as the organisation of newaroous or children's reactions. 

to apparently violent television progranmese For reasons of funding, tine, 
access or inclination, resoarchers cannot always take a wider vidwe 
Nevertholees, itis essential to move towards an holistic analysis, either 
within a single study or acrosa several atudies, because one cannot look 
at anaso medium like television in isolation fron society. ... 


The reason for this 4s that-:n given television programme doen not exist 
in ‘the world in the ‘sane why that, say, Mount Everest exists theres “A 
programe in in somes cense a natural object, but only in tho sense that 
i; in a pleco of videotape or film, or a serion of electronic pulcea. In 
every other respect it is a cultural object, constructed by people who 


inhabit ona life-world and, reconstructed by other people living in probably - 


quite different circuagtances. Unlike Nount Everest, which can in gone 
sence be explaincd in tems of the ow of its parts (Lee cow, ice, 
matamorphic rocks), thero ia no equivalent senso in which a telovieion 


Programe ~ er any other syabol vehicle = could be analysed in this way. | 


A programe about Hount Everest ‘would not eoneict of those objects which 
we = cnow, ico and rockse - enpirical amlysio would dhow only that 
it ccantaeed in being a number of electronic el(nals which wo may or may 
not interpret as pictures of tho Himalayas, If those pictures wero ceon 
as cuch, it would consequently be the result of an interaction between 

(a) a means of cceling clectronic cignnis, Like rarks on a picco of paper, 


as constituents of symbols, ani b) on intorprotant. 


Neither this tieans nor its user are attributes of a ‘television programe 
as an object, co no ariount of objective se will revonl that which 
an interprotantencerecoiver understands a “programe to bo, or that which 
an interprotant-as-sender intends it to ba. W&thout nalcing reference to 
signs which have been attributed toa programe by an interpretant, and 
the neaning which is accredited to those cigns, the analyst can only 
epeak as an electricinn.s He or cho can produce a theoretical model of a 
eign as an object if the neaning accredited by an intcrprotant-as-recoiver 
can be seen to natch tint of an interpretnnt-on-conder, but the mature of 
that model still cannot be reduced'to that-of the cipn as en independent 
entity. An equally valid model ‘could, for instance, be produced by — 
ignoring the interpretant-as-nender in order to compare only those 
understandings evinced by a nunber of interpretents-an-receiverse In the 
end, any single interpretont's model of a oi as an object will be just 
as valid, or just as invalid, as anyone else's ~ ond that includes the 
ecientific auslyct. 


This is not to abnopato responsibility in complota rolativioi. Tha argunent 
sinply implics that a ccientific analysis of televinion programmes as 

objects is inapproprinte. In fact, tho soctologist's responsibility is cle" 
If it in true that any interpretation of a televinion programe is equally 
valid, then it nust aloo be true that any commonalities in interpretation 


which-can.bo found between interpretants must either.be random events 
or the-result of something. to do-with:the interprotants themselves. 
Given the irreducibility of a-elgn to an object, honk of these ~~ 
comonaliticn in the interpratation of.a sign could be directly linked 
to a programe on its own, Neither could all of them be said to occur 
at randon; it ia possible, for example, ta find instances of common 
interprotations which occur regularly for tho sans peeeres Lome mist 
therefore be linked to relations which hold botween interpretants, 
through which theoretical modola of signa can be refprocatod as objects. 


It is port of tha cocialogtat's job to aieststrnte end account for theso 
Aiaeieicidipas peieerily by choving ar they are not thenoclves entered 
into at random, but contracted on the baste of relation which clready 
exint in cocioty. The soclologist's particular responsibility with 
reference to television thus derives fron the ‘conclusion that it can 
only be understood by excmining the medium in o social context. 


If tho ddon, rather than tho fact, of there being objective neaningn in 
to bo found within human oxintonce, 4t can, as Heidecrar would cay, be 
not with there. It cannot, however, bo ret with solely by questioning 
en individual subject because the production of tho idea may draw upon | 


resources, and deperd upon conditions, of which individuals may be 


unowaro, An anolyeds of cocial phenomena ouch as television procrames 


chould therofore be able to take account of both the consciousness and 
agency of Individual poople and social or other forces beyond their 


icnedtiate control. Actual cbsorvation is thus required, and if adequate 


descriptions are to be renorated cuch obrervations needs to be as 


extensive as postible. 46 Geertz (197%: 26) coments! . 


eee the essentinl tack of theory building is not to codify | 
abstract regularities but to make thick description 


possible, not to gonoralise across cases but to coneralise 
within the. 


10 
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4. God Gidcena, Av (1976) New rulen of sociolocicnl cethad, 1.157. 


eo 
This da.vhy it was,coasidered to ba vital, in theory, to study the whole 
ofa csseeud of production, ‘Production’ in this conse nevertheless 
meang mere than just that process thrcugh which tho 'cessageeforn' is 
constructed by programicerakerse. Ag Hall (19733 2) points out, the 
‘mezcace-form' ex tho ‘modo of exchange of the message! eee a 
1. .- ooo COMprices. the curfaceemovenents ef the communications _ 
eystea only, and requires, at another stage, to be , 


integrated into the essential relations of communication 
of which 1¢ forms only a parte 


. a . 
In perforting this integration, the concept of *‘preduction! ie therefore 
extended as the cum of the differentiated moments within a totality 
formed by the commmicative process as a whole; including each coment 


of reification in both the making of a programme and ito reception, or 


reconstitution, by an andionce. 


” , 


The opportunity to study the making of DUMHY emabled thio theoretical 
position to bo worked it in seeotiees It made it possible to work from 
the bottom up, takine account of both the ‘statics’ and ‘dynanice! of 
cultural production by mapping oat the cultural, technical and | 
organisational éontexte involvede” It also allowed one to demonstrate 
that the apparently objective nature of the product rested in come fashion 
upon structures of eantortdve. colon tation (ece Lucknann, 1978: 11). The 
resulting contextual analysis, in which 'a study of the mescage and its 
reception is not divorced from its ccurce’ (Halloran, 1973: ) eight then 
help to answer questions about how people croate meaning "objectively", 
and about how far the conventions of objectivity actually strotch. 


To epeak of the ‘conventions of objectivity’ is to raise a new problen 


cal 


and an additional interest in DUMY as opposed to televisdon in generale 
Ag I kave argued, television in general is interesting as a site of cocial 


activity and as a means of communication insofar as it operates as a 


et nee 
ve 200 vb ty 20 ud Chanay, ve (1969) .. sociuik.ical franqvork for 

the stud: 2 television production (in Soeinie tent > ‘ 
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Ae npn ano voviiow ] «’ ; :@ 
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simmifying agency botween different peoples I% can vork as such because, 
in being a social phenomenon, television forms part ofa circuit in 

which we, so to speak, are always talking to ourselves. In other words, 
if television works as a menns of commnication, it is because of people's 
capacity for objectification; their ability not only to produce meaning 
but to reciprocate it with other peoplo throuch tho use of sipns. These 
signs ean be uscd as objects (1.0, they can rotain an identity independent 
of a given cubject) not because thoy are objects, but because they aro 
objectificd (4.0. they cannot rotain an identity independent of ald 
eubjecta). In chort, cies are used as objects by convention, co oven 
when they are used for objects (es in the eign ‘Mount Everest"), tho 


roferent will still be a way of locking at objects rather than the objects 
thenselves, 


Any television programe, as @ sign-vehicle, can only therefore be used 

no an object, or as an entity which will epeak for itself, to tho extent 
that it in constituted as euch within a social structure. However, if” 
the reality of a programme's existence is dependent upon the circutstances © 
in which it 46 used as an object (by its makers or its audience), 


thea the reality of anything which it is used for must be dependent upon 
those circumstances too. . 


In addition to having what io therefore a estosnicaat “interest in 

the uso of any television programme an an object, the sociologist 
consequently bas a specicl intorest in programmes Like DUMIY when thoy 
are nlso used for objects. The basta for this interest 4s that when 

& programie socks to ropreuent objects, that io to cay, when it purports 
4n some respcot to bo true, the reality of that: vhich it is boing used 
for is posited as boing objective, Unstructured and independent of tho 
circumstances in vhich it is being used ae an object.” = 7 


* - 
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This poeition is subject to ctiticlen becauce a programe which cots 

out to document actual evonts must itcelf criticico the status of 

different conventions as being equally ‘real’. It eants in other words, 
appenl to objective truth or to a preferential version of it. Hy | 
arguient io that it can nover uphold the formar appeal cinco in lacking the 
properties of an object, a television programme cannot in any sense copy 
reality objectively. ‘Realistic! proprames must therefore appeal. to 

what is in fact a preferential version cf reality, and Realim os 

a form of comnunaication must remain a culturally constructod symbolic 


activity rather than an instructured copy of an svent. 


The extent to which cuch forms of communication are nevertheless 

percoived a5 being unstructured; the degree to which thoy ‘work’, can 
therefore be uned as an indicator of the relationship between a syatea 

of representation employed in a realistic television programe and the 
system which people take, or are thought te take, for granted. It will, 

in short, be a test of the extent to which the conventions of objectivity 
can ctrotch in a piven case, an opposed to being a measure of a relationship 
votween a realistic television prograrme and its object. As ouch, tho 
Generation of useful data about the programe cust again depend upon 

‘actual' research in the historical sociological roalm'(Nannieim, 19363 275)» 


in which domain not only the idea of objective truth, but also profercntial 
vereions of that idea are manufactured. 


in cumcary, Sy anower to Icatah Berlin's first question in cimply this; 

the interest in tolovisicn in ceneral ond in programmes like DUMMY in 
perticular has not been generated at randome It has come fron a 
theoretically intact rosition which marks off communications media like | 
television an tho lopitinato subject of sociological analysis, and which 
establishes those nudia products which seek to represent the world ‘as it ig! 
as the preecsinent subject of ouch analysis, given the snecial relationship 


which they. demand. with an’audienceey* ©: 8) 0° a 


rs ; . aa ey ee rf a ieé 
The Droanaelocrmontary challenra === - 


The precedine arrement also helps ‘to explain a ‘certalii lénsidédnecs which 
has develope? in rons communication research throuch - concentration upon 
neva ond current affairs production. Yictionnal progremmine in televiaton 
has nat beer n traditional subject of ouch recearch (nce Murdocly 1978, 
Ppe 13), and droma-docunentary production has béen larrdly immored, ~° 
despite the tact chat it is subject to many of the cto quostions-as 


those directa tours news productions 


One of tho ronrms for avoiding the drana-docunontary 45 the problen of 
coining netecr te the production process, ant the r:-reial problen of 
maintaining tt recess for n very mich longer verio’ -f tine than may 

ba required ‘er ehudying individual nows prosra: smese “Iowever, the 
accennion 67 the ocrnesscumentary in tolevisis- Sy igictin,: in also a 

paar 


comparativel:: rece > shonemenon. A historienh ctaucy aecld reven? that 


tho form ha: - Yer anc honourable podi;roo, but it in nly in recent 
years that iucroasing nudbers of prograrmoeunkers hrvo %cit draw to 4ts° 
There ip an cvwient that thio to directly attributable to tho destino . 
of the Britich filn industry, uinee in lacking the oprrtunity to move 
acrocn froa what soma people repard ag the nursery slcnos of straicht 
television ceeunentary nroduction, would-be foature produccirsa have moved, 
instene, inte the potentially more ercative fiold of craordedocumcntarye 
Indeed, the catirmen of the 1977 sdinburch International Festival argued 
that the Britich ¢ilm industry ds in fact alive and well, but that it is 


called televisitn. It wns perhaps no acciient that thia was scald ata 


ae tire nN ee 


Ge Robin teoct fwedittne in the Cunrdian 76,8.80) temco- the mote nf drame 


Soe? " * bret to Ceschylus' crarntise. ccceuct oF the ae 
Greele viet rer ot Poon ane LOO B.c., but he pea sole Polly meee modem 
*fretics Boge beat Upruns 2s the Vee 
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gathering which was largely given over to a discussion of the drama~ 
documentary as a fort, and it is also significant that such a form 


chould be the main tallcing-point at what was after all the first of these 
festivalse’ 


Another reason for the comparative delay in directing critical attention 
towards the draza-docunentary is that it 4s to come extent a hybrid; 

a conbination of several different modes. ‘That this is the case can be 
explained oimply through observing its institutional bace., Draza- 
docuzentaries are often produced either by independent film corpanies or 


within the mor production centres by combining people from both drama and 


straight docuwieatary departments. As Jenny Barraclough pointed out (also 
| epeaking at Edinburgh), droma~documentary directors are often accused 

of caking ‘cross-border raids' into ceveral differont departments. In 
BY" case, for example, personnel were drawn from regular working 


bases Vbiek ranged from straight documentary, throuch 'licht entertainaent!’ 
to fcature films. 


The problen is consoquently that of aining at a coving targote The use 
of different working practices ond profecsional codes within the fora, 
“ubich in fact can help to isolate and identify then, aloo curfaces in a 


ro 
*. 
18 wt 


weed continuing debate about what tho droma-docuzentary actually is. This 
‘debate ucually centres upon whether or not a confusion will arice asa 
result of combinin, documentary and dramatic techniques within the cane 
propremme, and many people comequently worry that a draco-documentary 
is Likoly to blur the distinctions botwocn fact and fiction. An equal 
nuaber of pocple ~ gainly practitioners ~ noevortheless regard this 

t ‘argument as being a red herring, providing that proprames ere properly 

= labelled, In other words, a programe which is advertised as boing "the 
true story of eee! renains a story and should be seen as euch: 


Ze For Suri’ + opmtion see Brondeant moasine’s report: “4inburch 
International “olevision Fentival 1 (publiched as a aupolement)e 


Bey SF Ene 1 § 


Those who Bistake something billed asa play and stuffed 
full of cctora for ‘actuality’ are almost as likely to 
confuso thelr elbows with some other part of their anatomy. 
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Go wrote Dennis Potter in the course of a discussion of Tony Garnett's LAV 

AND ORDER progrosmon, chortly before he described thoce who make euch mistakes 
as ‘inattentive cretins! Be Garnett himself has argued that he engages his 
oudience in a very precise ways” 


When wo co out to make a film we po with prejudices, but we 

co to dig for reality; to try to make conse of it = and we 
nake our cense of it. Wo say to the public, "This ins our 
truths this is the journcy we havo been on. Wo have compresned 
it into an hour and © quarter, and we invite you to experience 
that distilintion.' 


A person in a porition to control the kind of output which Carnett in 
talking about, Alistair Nilne, is also concerned about levels of truth, but 
the invitation which ho extends to the audience iu nore rigorously defined: 


It (the dintinction between documentary and drama) is only 
worrying if the labelling goes wronge That in, 4f people are 
given the impression that conething which purports to be real, 
end a ctatoment which actually happened ~ or 4s happening now 

~ appears then to be a dramatised version of the truth. 
Alternatively, if a play, or a dramatised expression of come 
other truth is oo brilliently or compulsivoly mado that it looks 
as if it's a cocuacatary otatenent such as a ‘Play for today! « 


well, people cought to know by now that it in a dramtinsd 
version of soso truths 


The "sone truth’ which Milno talkn about in this intorviow'? is not, howaver, 


any truth in his views In giving his reascns for not chowlng Roy Minton's 
SCUh, he cays: 


ZT acke’ the question, 'Of what truth in this the dramatic 
expression?", and the writer and producer convineed mo that 

they had enough factual background to cay that it was tho real 
thinge I took advico fron other poople who Imav more about 
boratala (the cetting for CCU!) and they caid it wasn't. In tho 
end I was faced with the question of whether the PIX chould 
trancuit a play which purported to cay conething which was 
truthful, albeit in dramatic terms, and which I was told was not. 


8 Sce Potter's review in the Sunday Trea, 25¢!te7de 


9- These two quotations are from BIC2's Arena presentation, When is a play not 
a plays 17 0440780 


10. As above (Noto 9). 


In this view the worl of a playwright like Potter is theoretically adninsable 
(even “4f-in ‘practice if:often is’not), whereas Ninton'd work. is mbject to 
censorchip because of the ecsentially different way in which an audience is 
being engared. Potter has caid that tho truth with which ‘he addresses his- 
fellow citizens is of Itself a:very unadorned bonst, and that his job is 

to provide it with a little nore pasture, |! The pasture with which ke 
provides his truth is, however, prosented as fiction, whereas lijnton'’s 
pasture is cecen as being an-equivosation batween fiction and fact. Potter 
might adait to having recenstructed ways of ceoing actual events in his play 
= euch a9 in “Ci OF MAN ~ but itis dountful that he would admit to having, 


tried to reconstruct the events thenselves.. A drama-locumentary, on the other 


hand, does need to make this assertion; the pasture with which it provides 


its truth in offcred ag a representation of fact. 


This, then, is the source of me confusion about the form and noo the source 
of a certain amount of invectivo which io hurled at drann-docunontariots. 
Practitioners can bonecused of ‘trying to con poonle that it is real! '* 

of 'muddlinr rather than revéaling the truth',”” and euch accusations can, 
indeed, bo upheld to the extent that tho truo representation of fact in a 


aranentogusantasy must, logically, be a lie. It was Cocbbels who oaid that 


the rreater the lie tho more chanco it has of bein: belicved, haces one of 


the freatest lies in that the camora tells the truth. The canora eo Kit 


actually 'tell'’ anything; it is, as , Orson Welles has put it, the agent: of 


a poot in as mech as it never records, but interprots realitye Adistair 


Hilne is therefore quite entitled to inate upea Cravaecocunentaries being 
Inbelled as reprosontaticns of proprarmo-nmakers' versions of.realitye But 


by tho sano.arpiient, he cannot thon usurp the rijht to distinguish these 


Potter montione?d this durine the course of an interview with Nelvyn:.- 
Bracg on LNT's The Left Bank .how, 11026786 


12¢ So oid Jenny Barcnelouch at the 1977 Zdinbur ch Tertival (seo Mote 2. 


1d. aR Lawrence on Zho Trial of Lea Harvey Cmmld in tho Radio Times, 
eee ofie 
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reprosontations fro those of other progranie-makers, including those of 
Demis Potter and the representations of those veraions of reality which aro 
callod news reports or straight docuteatariese. 411 tclovision is a lic, even 


4h, 
if, like art, it is a lic which can emble us to see the truth 


Drama-docutontaries can consequently be seen as bein: mo radical challence 
fron within the broadcasting orrandsations themselves. In ‘contesting the 
contre’ they can therefore be of come danpor to the conventional windon 
enshrined within established institutions, anil a sensitivity to this on 
behalf of those in authority may be another reason for the relative paucity 
of independent studies which have been completed. ‘is Brian Gibson, the 
director of such files an JOLY, has pointed out: 


eee the broadcasting authorities are concerned to protect 
their «wn view of the ttruth’ by keepin: the lino betweon 
‘truth' and 'fiction' as cloarecut as nessible. Dramadoe 
ciwillenges the institutions’ own views of thoir "balance 
aux! accuracy! because it sets out to reerente events, 
conus: “oc the accepted codes which delinoa ic the ttruth! 
o- actual events; and that undermines the nuthority 
exercice by the institutions « and o. course makes a 
nongonne of the simmlistic legislative ro miretents laid 
on the institutions to be ‘accurate’. 


Being ‘accurate’ for tha drama-docmentarist can simply moan boing honest to 
onself, It requires that one should not only admit one's projudices, but also 


ake conscious use of then in manipulating reality in a closer appreach to what 


appears to he the truth, ‘'Dalance’ must therofore be avoided when this moons 


devaluing a point of view with an equal ant opposite onc, and facts must be 
approached ani ucs' for what they are ~ preferences. is Stott observes 
(1973: 12): 


Thoce who practice docwientary tend to be ceepticnl of 
the intellect and the abstractions throurch which it 
works: live artists, thoy boliove that r fact to be 
true and immortant must bo felt. 
atin arnt em mn anni i tama manene itn deanna er ee 
14, Art is a lie which enables us to sco the truth accomnling to Pablo Diere Jare 


Francicco do “nula Juan Nepomuceno Crispin Crispinns de la Santisinn 
Trinidad itis v .ieasco. 


15. Ordan Gihson was spenicing at Ddinburch (see Note 7). 
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Whether or not practitionera accept this as part of their challenge to existing ) 
divicions between fact and fiction, it renains encuzbent upon the sociologist 
to examine the circumstances in which tho challense is mde. Thin does, 
however, lead to an epistenclogical pitfall, for in the pursuit of truth 
tho pietonedt cannot hincelf lay claim to any unique ontological superiority. 


A problen of nermective 


Like the journalist ~ Tom Manrold in this case ~ one can arrue that 'the public 
has a right to Imow, but it dcem!'t know what it has a rirht to know about! «© 
In oxominins droma-docunentary production the sociolorist can therefore seek 
to expand the acount of information to which the public has a rirht of access. 
‘Ye or che can, top example, point out that ‘reconstructions aro always mediated 
by the colloctive minds of the production erov! ? or that 'the preparation that 


gsocicty imposes in terms of the deep starting points it loys for what poople 


thinks to be ‘real!’ are very inportant’.? Correlatively, as Paul Madden 


argued at Edinhursh: 


Theoreticians and othors are mailing a plea for the 
nractitionern to understand what they ara doin; *o 

recorpnise that their own conditionins, their mm 

upbrincing, the institutions within which ther vorit, 

the econorics and policies of their ompleyers and the 
atmosmhere of their worlrlaces, their ow vreelivities aad 
prejucices, and the friends they resnect, ol). «'¢ together 

to pressure a view of the world from which tiny -r-ernte, on 
the basis of which they mike their choices, not only of plays 
or writess, but also of sich ceoomingly trivis’. tiiacs ag camerae 
angles; cutting-points, inflexions of actors’ voices end 

set cenionn. This adds un to what theoreticinns my eall the 
production of ideolory, and on understandings of the fact is 
what in required, torether with an understandinre that this 
is cuccenvible to outside analysis and the recornition that 
such rnalynin can be useful in aprroachin; one's mm wor. 


A standard openine rambit for the mss comtnications researcher could 
thun be characterice! an: 
166 


Millions of people are cenetantly exposad to 


This particular version of the aphorim was voiced by Hangold on tha 
PRC'e Whintle Blover cerlese 


47@ ‘Theso tvo statenenta vere both mide at the Edinburrh “estival (note 7) 


by Jerry Kuehl anc caynond Willians respectively. 
186 Ag above (note 77). 
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a procession of sounds end images on television, the genesis of which 


hardly anyone understands! (see Elldott, 1972: 5, Tracey, 1977: 3, 
recrioplucast 19735 44, etce). Subsequont moves may then reveal more 
| critical hands. For example, givon tha assumption that very few people 
- even practitioners « really understand how programmes aro mada, the 
researcher my seck to demystify the processes involved = above all, by 
seeing thom as processes. The idea that such desystification will then 
reveal the ways in which specific versions of reality are issued te the 
viewing public can then be emancipatory, but it can also be extremely 
partisan; especinily wien such versions are regarded as boing sonchov 


‘wrong’ or the result of various levels of conspiracye 


Sociologiats do not possess any truly independent platforms fron which 
to judge those versions of reality bocauso they cannot help but be 
permanently engaged in discourse with thelr own object (see Bauman, 
1978, 2h6, or Giddens, 1976: 155)¢ Apart from the fact that there are 
several competing nodes of analysis or criticien within sociology, where 
battles are waged between functionalists, humanists and positivists, 
sociologists in peneral have no special clain to being 'richt'. But 
then they need not wield cuch a clainy they need only clain the ability 
to inolate particular conventions, to cee thet as mich and in sone cases 
to point out those which fail to meot standards of adequacy. They 

can, for example, ask whether systems which seek to represent reality 
retain an explanatory power acrosn different perspectives, or whether 
they build each a colf-cufficient nyaten of explanation that they preclude 
the posoibility of understanding or interpreting it. 

A nore tenable objective can therefore be to expand the opportunities 
which are available for engaging in discourse by working from a position 


in which reality is seen as being eaerpent from all synbol systems, ani 
not just from those of either sensual, or ecientific absolutica. 


4n ingestipation of the circumstances in vhich.the idea, for.a. programe 
like DULY cyentually becones.a fully-fledced draze-docwieatary should 
not, therefore, focus upon whether such programies represent reality as 
14 is, nor should 1t focus upon the fact that they aro specific versions 
of roality, It chould, inctcad, focus upon the adequacy of the syaten 
of representation uscd, civen cuch and cuch intontiong and the degree .to 
which £¢ enhances our perception and our understandings 


Ido not menn ‘to confuse adequacy! with 'officiency' here. One cannot °"*, 
test a system of representation by the officiency ‘with which:it ropresents 
reality, becauce to ack that question ig to ucurp tho right to do so 
according to merely another cyte of representation. for oxonple, . 
Imac Newtgn was able to formulate a nunher of leus about the movexsnt 
of planats by arguing froa a set of aclentific postulates backed up by 
observation. Ho was mane. through a telescopa vhen hp, fade. chin 
observations, but he wag also Looliing through . the eyes of an cighteonth 
contury scientist. Given our adhorence to the authority of his 
particular science, iewton's Jawa can thea ba said to have povernod the 
way we looked at the effect of gravitational fields upon planets until 
the advent of General Relativity, but wo cannot, oay. that hig Jawa. govarned 


cg at 


the movononta of the plancta, thennolves.. Thoca lnus can consequently .. 
bo cade to have been adequata for thalr purpose of explaining phenomena 
to generations of aclentists, byt tho efficiency with which they represent 


reality can only be judged to the extent that an alternative nysten fails .. 
to refute then. 


Neverthelepsa, a procean of refutation, in-which one's sence of-direction ig 
distorted merely by a theory thug far unrefuted, still docs not necessarily 
enount to a otency propress tovarda ‘truth. In estobliching preferential 

19. Seo Brom, 2H (1977), A poetic ‘for -rociolosys Pps 37-8, 


Versions of it, it tay actually direct us away froa 'the truth’, In 
erder to account for such preferences ~ such as those exbedded in 
Realiesa as a forma of television = it is not, however, necesoary to 
invent another point of view, for preferences reveal themselves in the 
light of each other. Nor is it necersary to establirch an ontolopical 
cuperiority of one prefereace over another ~ indeed the point is that 


ve have no means of doing soe What it is necescary to do, and possible 


to achieve without ourselves subscribing to a given structure of dominance, 


is to criticice thosa profcreaces which systezatically exclude others. 


Obviously, this is in some sence a definition of preference, and it is 
possible to irncine a world in which there exists only two mitually 
exclusive ideas of truth. But to adait that possibility, and the 
inpossibility of resolving the problen, is merely to admit thats 

Sociology 1s ‘socially engaged’ not in spite of, or 

in violntion of, its truth-cecking notives, but in 

consequence of those motives, Conversely, socinlory 

nay pursue its ain of true, an distinct from morely 

consoncual, understanding only thanks to its active 

envegoacnt with the tack of promotion of equal 

opportunity and democracy. (Bauman, 1978: 246) 
In promoting this opportunity the sociologist my be inclined to examine 
the officiency of different systens of representation by reducing all 
worlds to the world of science as a ponitivist or a scientific realist, 
but the contention is that he or che should avoid that temptation and 
seck instead to illuminate each world in the lipht of the others as a 
synbolie realist. Tho renson for this, in summary, is that tho efficiency 
of a scientific oysten depends upon the exclusion of 'nonecasentialt 
elements, whereas the adequacy of a symbolic system depends upon precisely 
the opposite: 


Reality becomes richor and more varied in the 
miltinlicntion of the forms of ita symbolic 
expression. ‘his is not progress, gradually 
encompassing more and more reality until, at 
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gocie distant tine, Being has been encircled and 

conquered. It is rather progress in the respect 

of progressive revelation, in which each theory, 

each world vicw revoals another immanenco in cur 

own world, in which cach vigion of reality provides 

an additional percpective into our capacity for 

objectification. (Brown, 1977: O=41, my cophasin) 
In relinquishing tho burden of colentific objectivity, an artist can 
explore this capacity for objoctification; tho capacity not only to 
discover reality, but also to create ite He or che can chow oursclves 
to cursclvoese However, in pursuing thio aim it can be scon that,tas 
Brown argues, pioneering artints, sclentista coclolocists and « I 
would add » broadcasters are all engarced in essentially tho cane activity; 
that of making new paradicns throush which experience becomes intellicible. 
While they are oll, in other words, in the businces of packaging and 
marketing specific versions of reality, come of those vercions can bo 


more equal than others; they can bo more emlitarian in tho sense of 


waking their cubject-matter newly accessible. Hence, while it is true 


that whenever a sin is present, some kind of idcolory is present too, 
it does not necessarily follow that every ideology hao to be crounded in 
an oasification of the status quoe A given ideological position need 


not therefore covern a search for the structure of social reality, but 


- can dnstoad frame questions about how reality can bo eoclally conntructed. 


The point of departure in asi:ing questions about how this is done, and 
with what consequences, must then involve a plea for solf-consclounnesse 
It must involve a colf-roflection of methods and interesta, rather than 
on assertion of pseudo-objectivity, in both the observer and the observed, 
otherwice a point of view will simply prosupporce its own superiority and 
be unable to inform beyond ndvicing on the relative value of alternatives 
within a given universe of discourse. For example, to advise broadcasters 
how they can best ‘got their message across! is to work within a civen 
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oystese It isa political act which is unlikely to provide any poenuino 
brealzthrough or an oxpansion of possibilities; as Hall (1973: 17) coments: 

The decision to intervene in order to make the hegemonic 

codes of dominant elites more effective and transparent for 

the majority audience is not a technically neutral, but a 

politicnl one. To 'miorcad' a political choice ag a 

technical one represonts a type of unconscious collusion 

with tho dominant interasts, a form of collusion to which 

cocial science researchers are all too prone. 
This then brings tho relovance of studying a drama-documentary into charp 
focun , for in deliberately setting out to produce a cramatised version of 
fact, a producer io admitting to that which is concoaled in straicht 
reportages That isn to cay, drama-docwnentaries admit to being motalancuaces 
for speaking of factee Correlatively, a sociological study of the making 
of such programies should itself adnit to being a metalinrulstic account. 
It will itself bo a dranatieed account to the extent that it ie an 
interpretive distillation; a reconstruction of parceived aventa. Hass 
camunications research hap already successfully challenced the idea that 
news io somehow objective, but it must also thorefore refleat upon its own 
capacity for producing specific versions of reality. It must examine the 
basia upon which it in cupowered to articulate, and thus alter, a world 
which has already been subject to construction, for as Novalis caid, the 
greatest of corcerers vould be the ono who would cast a epell on hinself 


to the degrea of taking his own phantasnaporia for autonomous apparitions. 


A stratecy for understanding 

In order to avoid Novalis! admonition, soclolosical catecorisation therefore 
necda to be based upon descriptions which take due account of phenomenological 
cata. One can discover and o:umine factors which nay not be visible to the 
actors thececlves; structural determinants of thoir actiona, but in order to 


move towards an explanation of actors! actions it is alzo necessary to taka 


into account their understanding of those actionns©> Ag Schlosinsar (aga, 44) 


SO tte enn enattnantetnmanen ty I) 
200 Roches Ne (1973) Ehenonenolopy lanmuara and the social sciences, pe215, 
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points out, it is necessary to try to grasp how the world locks from the_ 
point of view of thoso being stulicd, and ouch a process of bearing witness 
thus requires access to ‘inside knowledge’, imaersion in a fora of life 


or participant observation of those actions which are under consideration. 


Ao I mentione: above, having tho opportunity to do this with rerard to 
the making of 1 television progremne was therefore vital, but it can 

now be cocn te be ecpeclally important when studyins a prorrarme Liko 
DUINY. This im because the study of the making of a dramm-docuncntary, 
vhich itsolf inv-lven bearing witness to coclolorical phenomena, represents 
a pertinent case of what Giddens (ope cits pe162) has called a double 
hermeneutic. In othor words, the hormeneutic or interpretive tac: of 
understanding the froes of reference used by procrarmosmakers (in 
constituting the universe of discourse which is programe making) can be 
extended as a multiple hernenoutic insofar as programeeml:ing, and 
dramaedocumentary aking in particular, is already a hermeneutic 
enterprise. in short, the dramaedocumentary acpiration is analogous, and 
in ceny ways icentical to that of a sociologist or an anthropologist in 


providing on cthno-raphic report as well as growing out of a tradition of 


commitment to realisa in aesthetics." In studying the making of a 


drara-cocumentoary, it chould therofore bo possible to move towards the 
provision of « cascestudy in tho sociology of Imowledre (in vhich the 
quosticn of what it means to understand a television propramme can be 


usefully oxploret which 4g also a colf-reflectivo analysis of a form of 
cociological theory-building. 


To do this it woulc be necessary to have special access to tho production 


rather than the iemanent existence of cuch knowledge in a given care, and 


ara e by David Chaney during a seminar nt 
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tho contention is that if cuch cases are for the most part inaccessible 

it is with the cormano exception of that type of construction known as 
drama-documontary filming. As Giddens has pointed out(ope cite p 15), 

the production of society io a milled performance, made possible because 
«?° every competent monber of society is a practical social theorist. 
Likewlre, the reproduction of cocial phenomena in the form of a film is 
olso the result of a skilled performance carried out by practical social 
theorists, but unlike the majority of actions carried out in the course of 
overyday life, the practice of operationalicing a cocial theory on the 
floor of a set is alzost uniquely visible. 


Liko other communicators, the film or television producer elects to perforn 
in publice Ho or she begine by carrying out the task of reinterproting 
that which constitutes tho rules of a form of life under investigation 
within a theorotical schema and within tho practical conditions inpoced by 
structural contextse In communicating thin interprotation to others the 
producer is then publishing or staging a production which, if a documentary, 
needs to preempt every other theoretical schene, or which, if a play, noods 
ta be ‘an equation which still has to work elegantly after all the 
nogotiations of production.!“" Wowavery unlike most communicators, the 
film or television producer has, in addition, to rake oxplicit the 

normally impjicit sociology of ordinary language furing tho process of 
production. The way in which a communication is constructed, ond in this 
caso the way in which a communication about reality! 42 put togothay, can 
thea be lnid baro for an observer because the producer has to reify 


decisions and delerate responsibility within a production team, which = in 


® droma~documentary = also includes actors. People are not oblired to 


‘take the role of tho other’ to such a positive extent during tho ordinary 


course of eventos even socially critical novelists or painters can, 


for 
22. Tom Stoppard, on Tho Left Ban's Show, 260110704 


example, retain the option of naning thoir products after they are 
finished. Tho film or tolevision producer, on the other hand, must nano 
r idontify his or her product before it in completed because it has to 
be cold as a commodity in advance or its production. \“hile tho production 
of cocial reality through corsunication is normally concealed by ita end} 
results, soe of the means of that production = its implicit strategies 
for action « can then be modelled with reference to an actual procass, 
eince in this case the process of reifying a set of intentions is also a 


process of colf-revelatione 


Tho answer to the second of Iscainh Berlin's questions = 'what are we 

doing’ » can now be inked in. If ono accepta that all ways of knowing 

the world are syabolic or porspectival, or if one takes on board tha 
Kantian notion that percoption produces only the mode in which reality 
appears to us, then overyono is entitled. to reflect upon the existence 

of humanly procuced constraints which may determine the range of such 
amode. Unfortunately, thore is only a linited number of useful ways 

of doing this. Nemothotic procedures, or processes of explanation by causo 
or universal lav, are thencelves intorprotive insofar as purely comparative, 
ctructuralist, statistical or hypothetical-deductive mothodolories 
presuppose the existence of neanurnble, objective Peulnnd tens They 
theroforo iMocinitinately disengage the ebserver from his or hor cubjecte 
matter, when this is the kind of intentional action which is found in 
film-making, by failing to acknowledge that meaningful conduct or tho use 
of lancguase comes has to be understood from the horizon of lancuare which 
is already civen to use? Alternatively, they ignore or oppose unconventional 
views of objectivity cuch as that put forward by Gadamer when he eays that 
objectivity is no loner the absence of prejudice, but the verification ray 
prajudice finds in ite vorking oute” 


LL LL LLL DETECT LL ITEC ENN ORCC taninttnae tate 
230 Habermas, de (1972). Both quoted by Volff, J. in Hornansuticn and the 
eritique of ideolocy (Eoctolorical Review, Vole 2% tos by Navenber 1975), 


ee 24e Gadamers UeGe (1960) as above (Noto 23). 


In order to exanine such 'prejudices'; predispositions or ways of 
ecoing without extracting thea fron their custaining or defining 
contexts, it is therefore necessary to introduce an ideographic approach; 
that in, a consciously holistic, interpretive study of both rules and 
motives which can be seen to be emergent in a systen. This rust 
nevertheless be carried out without presupposing the esdstence of such 

a cystes, co cystons aro themselves regarded as being enerrent fron 
processes in which parts and whole reciprocally define and delimit each 


other through structures which are both a condition and a consequence of 
the production of interactione™ 


ty ain in producing a study of the production and reception of DUY 

(where wo are going’ in Berlin's terms) is therefore to admit and 

document the possibility of what Murdock (1974: 218) has referred to as 

tho complex and multi-layered interplay botwoen intentional social actions 
and their conditicning contexts. Such a dialectical position is essential 
when otudyin; the complexities of the working out of a personal vieion 
within the dynanic and multi-leyered structures of 2 means of production 
like filmemakinre It in ecsontinl, for instance, to be able to cope with 
changs, accident and revision within such a process as well as accounting 
for ‘measurable rerularities'. The reason for the inverted commas hero 

is also ezsential because the ability to pick up cuch resularities doponds 
in part upon the cystem which the observer is using, and this ought to be 
made at least es clear as the system being observed. Thus while the subject 
~ a drona documentary « in a colf-confossed syste for structuring appearance, 
this does not tican that a study of its production will be any leas of a 
otructured vercicn. Indeed, if it was an instructured copy of evonts it 


would, like o truly naturalistic film, be impossible to understand. 


250 See Giddens, °. (1976) as in Note 4, 


This is why an attack: necds to bo levelled against the arnchair critic 

who is armed, 80 to speak, only with the chair he sits upon. Naturalim 
in both films and occounts of their production is a myth, but accounts 
which purport to be naturelistic without drawing upon a range of 
resources are danerously mythological insofar as they can Linit rather 
than expand an horicon of understanding. This study consequently ains to 
maintain o midewiy position between structuralios and phenomenology, or 
between naturalisa and reali; not for tho sake of equivecation but 
because it has no other choleoe It is, for instance, a comparativoly 
lengthy study, since it celiverately cots out to parallel tho forn of 
the process under consideration in a naturalictic fashion instead of 
trying to inpose its own structure upon the material. ‘The account hag 
nevertheless been edited, revised ani, above all, written dom ina 
particular form and can only therefore aspire townrds boing a naturalistic 
deccriptione As a roaliotic account of a process, it nonetheless transcends 
the personal roalicn of phononenolorical reportare or structural 


eatogorication by adaltting eleacnta of both. For example, the conesis of 


the idea for a programe like LUUY cannot be defined colely in terns of 
the procucer's avozed desire to ‘extend the margins of toleranco’; it 
must alco be interlocked with the circumstances within which that 
definition could be worked out. Such circunstancen would include, for 
instance, the producer's understanding of his possible future career; 


other people's view of that, the Inown limitations of a budgat ss the 
unforeseen constraints of location filming. 


i; In order to take account of such a rnunge of ‘defining variables', the 
present otudy has needed to produce a distillation from eclectic courcese 
Indeed, to avoid the obvious pitfall of boing taken over by tho producer's 


viewpoint it has needed to cast a rather wide note Despite the fact 

that it is lecitinate to admit a sympathy with cuch a viewpoint, 

a varioty of opposing views wan therefore collected and recorded during 
the course of many formal ond informal interviews with everyone concerneade 
biffering judgements about the organisation of the production, and 
particularly of tho role of the unions involved, could consequently be 
juxtaposed (as could more personal opinions about the fila itself) in 
order to produce o comprehensive overview of the procasse ‘Sore of tho 
comments recerded might, indeod, reveal more than was intended, which is 
one reason why I have referred to people by their jobedescription rather 


than by eaass 


A noto on mathod 


Just as filnecaking can itself bo fitted into a tripartite classification, 
oo the present rode of analysinz cuch procceses can now be soon to fit 

into cuch a cchetio too. In filn-raking terms, ‘Ist. Cinena’ can be 
characterised with tha word “ollywood'; a production milieu agsotlated 
with, cay, the staresyaten or bicebudcgot films fron certain studios at a 
cortein date. '2nd Cincaa’ would then bo that type of film-production 
eosoctated with identifiable individuals or ‘auteurs’ much as Hitchcock, 
or nowadays Herzog or Rooge Tho sociological armchair critic's Hollywood 
might therefore be Old Compton ftroet or Glasgow, where otructuralist 
etarlots occasionally becone auteuro in thoir ow right, purveying personal 
oenfotics of startling ingenuity. Thore ic, howover, a ‘3rd. Cineca’ in 
which film-makers allow the reople about whom a filo is being mde to 
partewrite it, and this is tho eppronch which has been adopted in thig 
study of a procuction processes That is why tho study reflects tho details 
of the process ao minutely as it dooo in certain places =~ alvays peraitting 


26. I have ales consistently referred to the Ti 
. £ sists people about whom TUMNY 
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the constraints of my own reportage = and that is also the reason for 


including a large number of direct quotations from interviewees. 


It is important to stress hero that the interviews conducted during the 
course of the study were also conducted during the course of the process 
under consideration. Hany production studies rely upon the mothod of 
anterviewing producers aftor the fact, but post hoc interviews are likely 
to throw up ideas and opinions about a given production which have 
thenselves been modified and adapted by that productions Hence problensa 
encountered whilst mocking a film or a play cay become subnerged or 
rationalised for reasons of personal integrity or even through a simple 
lapse of memorye fo just as a straight analysis of a text ray miss 
practical reasons for the inclusion (or exclusion) of epecifie items in 


@ programe, co post-hoc interviewing of personnel involved in a decision- 


making process may only derive post-rationaliced explanations. 


Straight interview ctudies can perhapo provide researchers with an 


_ovorview of key occupational groups working within particular areas. They 


can also reveal the particular views and experlences of personnel in terma 


of their own overyiow of situations, which may be casier to fornulate 
outside of the particular context of a production which they happen to 
, be warking on at the time. Muriel Cantor's study of Hollywood sories 
producers (Cantor, 1971), which was conducted through a series of 
interviews, can for example lead to the construction of useful catecorles 
Which enable one to reformulate entrenched, and poceibly erroneous ways, 


of looking at organisations. Indeed, as Murdock (1977: 10) points out, 


euch studies can 


eee add considerably to our knowledge of the cocial dynamics 
of drama production by providing a wealth of indispensable 
material on the backcrounds, views and working lives cf a 


'. categorisation beneath those of its eubject-natter,. 


key croup of creative personnel. In addition, by 

revealins the diversity of their motivations and 

responses, it helps to redefine the terms of the 

creativity and control debate in a more subtlo and 

eatisfactory waye 
The point is that the diversity and motivation of individuals’ 
responses nay nevertheless have little to do with tho day-to-day 
workings of individual productions, and cay hide the ‘unintended 
consequences’ of action on the studio floor or out on location. It 
would therefore be much moro satisfactory to combine an interview 
technique with the ‘precessual’ approach to observational production 
studies of which Elliott's 1972 stwly in arguably the most important 


exariple. 


As a processual study, the following project nevertheless ains to bo 
reconstructive rather than deconstructivo, recognising as it does that 
ouch reconstruction depends upon the observer having to perform acta of 
categorisation at critical junctures. However, unlike the person who 
night take a watch to pleces to reveal how it works as a machine, but 
who ignores ito value to its owner as an object or oven as a noans of 
telling the time, this study has attempted to subnerre ita own acts of 
Throuch a process of 
partial cocialisation of immersion in the cubject, the aim has therefore 
been to become a kind of animateur, enabling those people who have been 
: “involved in a process of production to self-report their own catercoris= 


ations ao thoy might in a diary. The study is then in some sense a 


'. practical fulfilment of Barbara Castle's impractical (4f tonguo-in- 


cheek) cuggestion that anyone in power should be forced by law to keep 


<% personal journals, such that a comparison of these accounts would then 


7 reveal a closer opproximation to *the truth’. At thin lovel tho 


following account chould then be read in comparison with others in 
order to move tovards a complete picture of cultural production, and 
this is one reacon why the project is offered as a cane-study rather 


thon as an historical or internally comparative dissertation. 


Correlatively, I have net sot out to criticise CUNY as a procrame. 
For oxample, I have not cought to ask whether such a programme explains 
or reinforces the problems acsoclated with beinc deaf, although I have 
certainly acked other people about their understanding of the probleas 
insofar as it was the producer's intention to portray thea. Ner have I 
delved very far into tho effects such a prograrme may have had upon the 
people about whom it was made, except insofar as cuch effects reciprocated 
with the production to change its course in come waye A form of linear, 
pefore-nndeafter study of private individuals and their involvement in 
a given programe night indeed prove to be most valuable, but such an 
examination was unfortunately considered to be beyond the central brief 
of this project. 


Tho resonrch at cround=level (1) DUMHY's production 
One is concequently left with the kind of production study which Feter 


Golding, in an unpublished paper, has described as the least know region 


of mass communications analysis; a form of 'sociolorical voyeurisn which 


few venture and from which fewer return unscarred'’. ‘The research itcelf 


waa carried out during the preater part of a year from late 1976 to 

' November 1977, using a variety of techniques os they became applicable 

to the job in hand. Since DUNY was already a viable proposition as far 
as gaining financinl backing was concerned, the first tack was to interviow 
the three people who were by that tine contrally involved in the project, 
‘The producer, writer and head of department at ATV were consequently 
interviewed before Christmas 1976 in order to provide a record of the 


programme's carly dovelopaent. The producer hinself then had a mumber of 
othor comitnents until the beginning of 1977, cince being a freelance 
progromio-naker neont that he had several different projects, or potential 
projects under way at the samo tine. Ana result, it was not until after 
secu that he became heavily involved in recruiting personnel and 
actors, but by then I was able to cet in on casting sessions and ueotings, 
cuploying the bacie techniques of ‘sociological voycurica'; observing 
ottivitios and procedures, decisions which wore mace, converoations hold 
ard cometines arguients which were entered into. A great deal of 
information was consequently gathered from both colicited and unsolicited 
coments made during formal encountors and informal conversations in cars 
and pubs. Interview schedules were always dram up beforehand, but people 
were usually more than ready to discuss what they were doing with tho 
minimus of promptine; a function, perhaps, of thoir boing both 
professional comummicators anl also regularly unodployed profersional 
coomunicators who sink: or ewin according to thoiz udility to cell their 
ideas and exportise to others. 


Tho producer hinself was interviewed on ceveral different occasions 
during the poriod between casting and shooting LUNY in order to pain as 
comprehensive a picture as was possible of factors which vould have been 
very difficult to observe directly. Many minor - and come major problens 
arose whilst orrunining the logistics of the choot, euch as those 
currounding the negotiations for permission to film in public places, 
logal restraints and the liaisons with the main unions involved, and it 
would have been very difficult to monitor all these processes vithout 


. actually tapping people's telephones. Howover, providing that a derree 


of caution was exercised when dealing with self-reported information, 


an adequate picture could bo reconstructed after tho evont in such cases 
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by making cure that several different people's vicws were obtained. 
Hany decisions nade during this poriod in any case had direct and 
observable repercussions during the choot itsolf, such that reported 
events could bo further validated by thelr consequoncese 


the shootings of LUIMY was carried out entirely on lecaticn in Bradford 
during April and May 1977, and I was fortunately able to be present 
throughout. The techniques of participant observation then came to the 
foro, which in theory could deliver the required information as discussed 
above, and which in practice has been defined by Aaron Sloman as that 
nothod where a recearchor aes 


eee Joins a cocinl group and to cone oxtent engages in 
the cane activitics as its members, while observing and 
recording what hoppena, elther with or without tho 
exoup's knowledze.s (Seo Bullock and tallybrnes, Ede. 


19778 453) 
The extont of this engagement can perhaps be judped by tho producer's 


observation = made during one of the leas mootherunnine days of tho 
choot: 


Well, tho props aren't here and the actors aren't hero, 
but Cupercnoop is alwayn here. 


The ‘group! did, of courne, know that I was snooping, or ono mircht prefer 
observing, the proceso since I mpent much of the tine wedred between 
lights end other pieces of equipment taking copioun notes.s If only because 
of ny ceniprecence, tho membern of the production unit wero nonetheless 
happy to take the time to explain how they became involved in television, 
what they saw thelr jobs as being and how particular features of those 


Joba needod to boa adapted to different cituatlons. Nost of the technical 
personnel ani the actors were additionally given moro formal interviews, 
disse standard schedules were once again used, but peoplo wore always 
allowed to develop unsoucht lines of argument, to air crievances and 


talk about their personal histories if they wished. 


fhe overall approach to the observation of the shoot was that nothing 
was likely to be irrelevant, so I tried to act like a sponge, cosking 

up evento and converration from as many sources as possible - delving 
into situations rather than abstracting from them much as Elliott 
deceribes his own experience of csinilar situations when observing the 
making of The Nature of Prejudice (ope cit. p171). Unlike Alliott, 
however, I did not adopt the position of passive observer with minimal 
clarifying interaction'=" excopt under the opcecial conditions operating 
during the course of actual token, proferring instead to become involved 
in discussions ani to participate on the process where possible. Thore 
were coveral reasons for this, end coeveral methodolorical difficulties 
centred upon the problea of one's own objectivity. Participating in 
discwsions cnn help to elucidate a problem, and by sublinating the role 
of the obcervor, can help one to delve rather more deeply into particular 
concerns which individuals have, and the theories with which they operato, 
but this approach can also alienate tho researcher from people if he or 
phe goes too far. Tho observational study of the shooting of DUMMY wan 
consequently a constant struggle to balance the need for information 
against the necd to retain accocs to that information; a ctrugple which, 
on the whole, mot with a reasonable degree of cuccess, due in no mall 


measure to the patience of the crow, actors and the producer concerned. 


Between the chooting of the fils and its evontual tranmission sone six 
months later, it was processed, odited and dubbed in London, and again 
I was able to aanitor a good deal of the operation. Tho editing process 
in particular was, however, a wholly different opcration from that of 
ehooting the film if only because fewer people were involved. 


a director will edit a film by himself with perhaps just one technical 
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agsistant, and in the case in point there were usually only three 
people directly involved (tho producer/director, tho editor and his 
assistant). Hence the inclusion of nyself within the darkened confines 
of on editing suite could, and cometines did, eirnificantly alter the 
nature of the groupe Editing in fact demands the formation of a 
particular kind of intirate relationship between a director and his 
editor, co on certain occasions thelr requests for privacy had to be 
honoured. On other occasions the relationship led to protracted 
arcguicnts over tiny points of content or form and I cometines found 
nyself boing used as a third partys; a position which may have conpronined 
the theoretical objectivity of my role. On cecasions such as these in 
both the editing and the shoot I have therefore kept a record of any 
direct intervention vhich may have occurred. 


In view of these difficulties it was not possible to monitor the 
editing os comprehensively as the shoot, so a corics of chort 
observational studies vere made, increasing in frequency as the film 
eccuned various stares of completion, By comparison, the obsorvation 
of the dubbing crocecs was more ctraightforward. The whole operation of 
adding ond manipulating the soundtrack wag carried out in just three days 
at a comercial dubbing theatre in Oxford Street where the viewing 
theatre was cpecifically designed to accommodate cuestse Aca result 

the whole process could be observed quite canily, and as with tho othor 
main otages a record vas therefore kept of all the decisions, argunonts 

and converaational neanderings associated with making scenes ‘work’. This 
last stage in the production in fact proved to be especially revealing, 

not least of all because the dubbing editor was one of the few people 

still involved at that time who had not proviously scen ony of the materiale 


Ne was therefore able to make a nucber of nore objective judgenonts about 


, 
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the programo at this stage than, for example, I was, since by then 


I head probably ecen certain sections of the film upwards of twenty or 
thirty tines. 


In fact, such a degree of immersion in one’s cubjectematter aight vory 
well have inflicted the kind of damage to which Golding refers in the 
quote given above, and it illustrates the need to cove beyond pure 
iemercion in order to caerge relatively unccathed and ina fit state to 
form a sociological perepective. Indeed, both during and after a period 
of direct observation a researcher must be able to disengnge or pull 
back from the subjoctematter in order to encure that a reconstruction 
nodels sintiaanies within the subject other than those which if forns 
with the researchere John Le Carre has cald that the socret of boing a 
good journalist is that often you belong and yet con't belong to tho 
cubject with which you are dealing; you must be both reflective and 
self-reflective. Sociologists must take this a step further ~ in 
naintaining a second-order view during a process of reconstruction 

in which ono is trying to understand events from the point of view of 
those involved, it 1s also necessary to criticise such constructions 


in order to ‘broaden the range and sophistication in the possession of . 


theoretical knowledge’ «© In other words, those in fact of the group 


known as ‘Critical Theorists', the interpretation of cultural neaningg 
(4.e. Reconstruction) also ought to inelude an examination of the 
conditions in which such moanings exist (ice. Criticica). 


Prior to the directly observable action of constructing a programme like 
TUNNY one night, for instance, expect there to exist, for each actor, 


a wed of motives and intentions defined within a cot of ‘ultimate’ and 


‘key paradions, institutions and roles. A critical reconstruction 


ought then to be able to catalogue there such that a profile or 
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28. See Foul Connorton's introduction to Critical Sociolocy (1976). 


'cipnificance system’ could be drawn to include a range of dofining 
variables from logistic constraints to personel predilections without 
forgetting that apparently rigid, deterministic structural constraints 
can also be subject to manipulation and adption. 


In the following study I have therefore cet out to plot, in particular, 
the producer's ultimate paradigms (his social missionien, ambition and 
perhaps the desire to transcend a working-class othic), his key 

paradigns (the desire to expand the limits of tolerance, or the degree 

to access to information within a dezocratic society), the charactoristics 
of the institutions in which he was working (his anticipation of theco 

and their unforeseen constraints) end the particular roles which could 

be adopted within these institutions (as defined by terms Like 


'Producer/Lirector’ or 'Freelance'), In terms of the production as o 


whole, I have then attempted to relato the producer's motives and 
intentions within a mapping of tho structural terrain across which 
manoeuvres could be planned, or throuch which new routes could be driven. 
The precoss could then bo analysed as a fluid, interlocking nysten in 


which individuals can both sanipulate, and be manipulated by, the 
routinisation of production, 


During the course of a critical reconstruction of DUUMY's production, 
I have therefore cot out to catalogue a repertoire of constraints and 
the range of adantive strategies which might accormany then. Such a 
repertoire may prove to bo extresely extensive, ranging from tho domain 
of tho purely technical limitation (such as that imposed by a particular 


type of filustock) to that of the more universal constraint. Any study 
of this nature must, for example, take account of the kind of cosmic 
constraint which the sculptor, Henry Noore, cites in saying that if we 
were like horses, and able to go co slecp on our feet, then all our art 


end architocture would be different, because our ideas of shape and 


form cone from the huian body. As with other foras of cultural 
exprossion, to make a film like DUMY a producer vould therefore hava 

to start from a point on a human scale of judgement. Hoore's 
observation actually obseures the fact that artists and architects 

havo not only been human, but predominantly male. Apart from tho 
posaibility that many of our ideas of chape and form may then havo 

come from the female rather than Just tho human body, the fact that 
CUMY's producer was a man may also have influenced his choice of a 

girl as the subject of the prorpramne. Entrenched social mores which 
dictate that women are more likely to be victims, or in need of 
acolstance, certainly appear to have constrained the choice of a central 
character os a symbol for tho male producers of missionietic progrannes 
fron CATHY CONE HONE, through EDNA THE INEBRIATE WOMAN, to SCRCUNGERS 

or even DIATI OF A PRINCESS. DUMIY may consequently bo seen to follow 
o traditional lino in this respect; a tradition of preference for 
using women as symbols of subjection or inequality. 


Traditions of preference can also be analysed an historical-sociolorical 
constraints of the kind put forward by Erwin Panofsky in Gothic 
Architecturo and Sccholanticien (1957) where an architectural style is 
identified with a prevalent contemporary philosophy. In the present 
context, a sinilar arguzent would state that the very idea of miking a 


programae like LUUMY depended upon the prior existence of a reallote 
informative mode in contemporary Western culture.@? 


Such a mode can be consciously articulated by a producer in relation to 
known roles and institutions as an identifiable type of cultural production. 
Documentary film-making can then be seen as being deliberataly and 

precinoly ‘ la pode, but then that sane prevailing fashion can also 


inpose constraints upon the range of an individual's subconscious or 


ce-ceeeaecenepnsanguntsteneaaseecentnestentpeacetaiatageteteeeeeA ttt ECT LETT LN 


2. Elliott, i’ discusses this in his paper, Eress performance ond 
political ritual (1978), CCR. 


intuitive predilections. Whilo it is the artiot's scubconscioumness 
uhich the playwright, Coward Albee, commends one to trust ‘above 
everything', he may then in fact be trusting in a conconsual ideolocy 
rather than a set of purely intuitive insights. For example, it can 

be cnid that the Victorians trusted in the edict that heaven helps 
thoce who kolp themselves, and thus transformed the profit rotive fron 
being an overt form of structural domination into a virtue. Concomitant 
with this point of view was the need to be able to predict market 
forces, and this required the establichzent of stability ond ordore 

A contemporary predilection for order can then be traced, not only in 
the politics of imperialim or the cupremacy of the ceientific 
dimarpinaticn in both the natural and the socinl worlds, but also in the 
imposition of balance and symmotry in nineteenth-ecentury art and 
architecture. By contrast, it has been armied that a lack of ordor and 
a opirit of experimentation in carly twentieth-contury art roflects, 
and was orientod by, that state which Tom Wolfe has dubbed 'the Rubble~ 
World! of the period following the first world war. 


In DUMHY's caso, come of tho producer's more unfathomable predilections 
ray prove to be explicable in terms of such ie upper range’ constraints 
too. If, for cxmmple, he was found to be working within a contemporary 
realist modo, it should be possible to isolate and identify come of the 
codes of practice boing used instead of simply accepting the filn as 
ebing tho product of personal whim. To pursuo this goal, the following 


etudy has therefore tried to locate the reasons for choosing particular 


canoraeangles, locations or actors as well as decunonting their results. 


The choice of particular locations or actors may, of course, have been 


oriented by a greater rance of constraints or operating conditions ' 
a ub 


44 


beyond these which can be linked to the production of the film asa 
realist form. The very idea of making such a film in the first place 
riay have been conceived within the conditions of having to carna 

Living, and the choico of different components of that film may have 
been governed by the unavailability of other, porsibly more proforable, 
constituents. The study has also, therefore, soucht to analyso some 

of the financial considerations, the constraints of tine operating on the 
production schedule or the length of the film itsolf and the tochnicoe 


legal restrictions which curfaced during the preduction period. 


The research at rround level (2) LUMMY and its eudience 

In combinin: a first-hand documentary reconstruction of the making of 
DUMMY with a second-order curvey of the circumstancen in which it became 
a finished programme, it is clear that this study raises questions, not 


only about a producer's uso of the tools of the trade, but also about 


what tools are available in the first place. The study can therefore 


integrate two opposing perspectives in exploring the hypothesis that 

a programe like LUIMY is not solely the view of an auteur, but also the 
product of a cystem of structural constraints. Indeed, with Anthony 
Giddens (1976: 161), I argue that such structures must not be 
conceptualised as simply placing coastraints upon human agency, but 

as enabling that aroncy to exist at all. 


This is not a ceterminint, but rather an interacticnint perspective. It 


is not saying that structures determine the direction in which an 


action must proceed; it argueo that they may constrain actorn’ choices 


in making their agency possible. Within this perspective the production 
of a television programme an a system of signs and synbols can then be 


analysed as being the result of the reciprocation of both structurally~ 


constituted action and action-constituted structurese Television 
production, in this view, io thus a medium of practical activity, but 
as I argued above, the production of neaninn ina television programe 
eceurs only at that moment within the communicative process as a whole 
when it is objectified by an audience, whether the audience is the 
producer or someone else. As ucll os regarding the orisinal production 
process as a medium of practical activity, the programme itself can 
then bo seen as being cuch a mediua for any audience insofar as they 
use it to produce to objectify meaning. 


Insofar as MNUY was ceen as being meaningful, its audience is therefore 
positied ac being active or creative in this atudy. Indeed, by making 
a television programme a producer is specifically ascking an audience 

to do a certain atount of work, so ho or che is also arguing 

consciously or otherwise, that the production of a prorramnte does not 
ceaco at a noint where it becomes a tangible object. In fact, I arguo 
that it never docs become such an object excopt insofar as it achieves 


that status in the mind of a momber of the audience. 


The programme itself in not then regarded as a mediun through which 
a producer's ideas would necessarily be delivered intact to a passive 
audience, but noither are members of the audience assuned to be 
actively seeing stable cratifications based upon cencralised needs 
which would loci: then into e stable equilibriua with the mediun. As 
Elliott (1972: 34) points out, the very unpredictability of audience 
response to a riven programe in a cood reason for treating the two 


‘sides’ of tho communicative process as largely separate, if interacting 
tyotense 


This is just as well, because a commmnicative process depends upon 


neaning being sustained with reference to other meanings. It depends 
upon an interprotant being able to synthesiss, objectify or produce 

an understanding from among all the available data, and not just fron 
thoce data which can be found in a given sentence, picture or television 


progremme, for to find such information is to know, in principle, how 
to look for it. 


Seeing a television programme as a mediws of practical activity toes 
not therefore inply that such activity is random. The formation of an 
understanding of a programme only becores a practical proposition 
insofar as an audience is enabled to frame such an understanding with 


reference to principles which obtain beyond that prosramice 


An audience'n arency, like a producer's, is therefore bounded, but not 

to the extent that members of that audience can be treated as if they 

were objacts. For examplo, the difference between comcone who underotands 
conething and ene who does not neod not be a difference in empirically 
measurable behaviours. Ao Ziff (1972) argues, the differenco between obeyinr 
an order to open a cafe and merely behaving in a way that constitutes 
complinnce with an order to open a safe is not an overt behnavicural 
difference. Nor is understanding onything cufficiently based upon 

being able to make an inference from it, since understanding admits of 
degrnese You would, cays Ziff, have to make oll of an infinite cet of 
inferences in erdor to understand comething completely, and he rather 
obliquely points out that making no more than about twenty inferences 


® second is a likely upper limit of which huzans are capable (ouch that 
hunans as individual objects could never reach an infinite sot of 


inferences). Boing able to paraphrase a statement is similarly not a 


strict definition of understanding it, since people who do not pososss 
the apparatus with which to paraphrase = mich as unlottered tutes = 


nevertholess denonstrato consistent reactions to statenentse 


The notion of paraphrasing does, hovever, appear to be closer to the 
notion of understanding than the other two sucrections, end Ziff 
concludes that '4t is not implausible to think of understanding a 

use of vords os conothing connected with the completion of a decoding 
precesse! Understanding an utterance can in this sense be ceen as 

being a matter of data-processing, where a hearer - on completion 

of the processing = will have a ‘correct morphologico-syntactic 
identificetion and classification of tho constituenta of the utterance’. 


But ooe 


The process involves synthesis as well as analysis: 
the utterance that is understood is annlysed into 
vards, but sathorien’ into centences. 

(iff opecit., ay emphasis) 


Just how people co about synthesising meaning in this way is what 
JeRe “oarsze secs as a relationship between meaning and use.” : Ho is 
interested in what people actually do with lancuare, in common with 
a line of thoucht which can be traced through Wittrenstein and Austin 
to Chomsky, and in which Cuino fornulates a view of meaning in terns 


of people's dispastition to react to longuare. 


The contention hero is that it is poople's disposition to synthesise 
moaning, not ac objects, but as mombers of a social structure vhich 
enakles them to understand an utterance or a whole television procrammes 
What thoy actually do with cuch 4 procramo 5 ould depend, firstly, uon 
their predisposition to look for meaningful relations between symbols. 
Having generally tried to understand 'what is being cot at’, the way 

in which these relationships are formed chould then depend, cocondly, 


upon the principles which are availoble at a given time to a piven 


3, Ziff, -« (1977) Undorstandin-~ understandine. 
31. Seo searle, Je (1969) Speech Acts. 


32. Soe Guino, we (1964) Word and object. 


individual, Such principles or meaning systems, in being action= 
constituted structures, would thus encble individuals to engage ina 


reciprocation of signs as if they were objects, and 6o cnable otructurally- 
conatituted action, and thus communicaticn, to exiat. 


In this view a study of media ‘consumption’ cannot therefora be isolated 
from such social precesses. It cught to be able to detect come of the signs 
which were actually attributed to a programe by an audience an well as 
recording those signs which wero intended to have been lodged in the 
programe during production, In short, a study ought to explore both the 
encoding and tha decoding processes involved before eecking to explore the 
relationships which might hold between them, for thene processes need not 
mirror one another, nor need thoir objects be congruent. 


Yeving mapped an encoding procees in studying the making of DUMMY, and 
having accepted that such a process formed only a part of the communicative 
process ag a whole, it thus became necessary to discover whether the 
programme had actually set off any rescnances end eugrestions for en 
audience, and how it might have done 60. The initial task was therefore 

to find out how open to objectification were tho signs used din the 
programe » dee. did the programa have any moaning for an audience? 

Next, the audience study sought to discover how such meaning had boen 
constructed, using the hypothesis that the prorprasre could be used as 


both a source and a channel for the different meaning systems available 
in contemporary cockety.” 3 


The otudy did not expoct respondents to be necessarily able to pinpoint 
the principles by which they apprehended meaning in the programme, but 
tiven the methods of data-collection can thencelves construct reality, 


part of the intention was to demonstrate that apparently 
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unequivocal messages can mean different things to different people. 
Tho existence of different meaning systens could therefore bo revealed 


by illutinating one preference in the light of another, 


In locating come of the co-ordinates of meaning vhich were beinz used, 
the study could then begin to cutline the degree of isomerphiem vhich 
might have existed between different respondents! understanding of the 
programme. It could, in other words, bein to ask how objectifiable 
were individuals! objectification, or to what extent a programe 


could beeeme a unitary signifying agency within society as a whole, 


Since ono is aevertholess positing the existence of a plurality of 
meaning systems as both a prorequisite and a constraint upon 


communication, the degree of isomorphima in tho interpretations of 


their users is never likely to be absolutes Ono would therefore expect 


the typifiecations employed by communicators = such as broadcasters « 
to be capable ot sustaining more than one meaning, but the possibliity 


then arises that none of these meanings need equate with the intended 


meaning of an utterance or a text. 


One of the chief nurposes in mounting an audience study was to exanine 
this poscibility in order to cee vhether, in practice, the encoding 
process could be related to the decoding process as performed by a 

wide range of respondents. In other words, civen that "decode variance? 
may not only be normal but necessary, how adequate could a procranme Like 


DUNMY be to the tank of enabling a producer to address hig fellow 
citizens in the way that he wanted to? 


In considering this question a number of points need to be raised. 
First of o11, the way in which a producer wanted to address hin fellow 


citizens would need to be documented with roference to an actual CASO, 
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which is one of the min ressons for conducting the production atudye 
Secondly, a comparative study of an audience which posited the 
existence of systemic decode variance vould be advised to ensure that 
cuch an audience was largo enough for replicable observations to bo 
rade by other researchers ~ which is why this part of tho study was 
carried out in the manner described in Section Four. Thirdly, the 
questions which this audience was asked would need to be designed to 
4lluninate different recspondonts' understanding of the programme in the 
light of that of the producer. Individuals would then be asked to 
roport, in effect, how well their understanding had been enhanced, or 


how woll the prorrommo's subject-natter had been tado newly accessible 


to them on the producer's terns. Tho study was therefore concerned, 


not only with the possibility of an audience being able to form any 
understanting of the programme, but alco with their ability to form a 
proferred understanding of it. 


While I have co far been discussing the possibility of being able to 
fora nn understanding of a symbolic vehicle, it is also, therefore, 
necessary to consider the possibility of beinr able to form the required 


understanding from the point of view of a communicator. For oxanmplo, 


it can be argued that to fully understand an utterance (as opposed to 
nerely forming an undorstanding of that utterance) is to do more than 


classify its constituents and cystenatise thea into intollicible patterns 


wath reference t one's om system of moaning. It is aluo to porceive 


the intentions of the utterer in convoying meaning through what Searle 


would call his cr her speech acts, In order to achieve such perception, 


an audience's agency would therefore have to be oriented, not only be 
its own meaning systems, but alco by a system of meaning with which the 


epeoch act was originally constituted. From a communicator's point of 


view, to attempt to ensure that an utterance or a programie will 
tyork' is therefore to use a theory abot other people's meaning © 
systesia which states that there aro common points of articulation with 
one's own system, or that cuch commonalities can bo invoked through 
the use of a eymbolic vehicle constituted within mutually accepted 
rules of lenmmee From an audLlence'a point of view, to engage in 
authentic comumication in the sense of truly understanding rather 
than merely decoding an utterance ainilarly requires both the means 

of decodiny any mecsace and, in theory, the means ¢f accurately 


decoding particular messares in mutually corrigible terns, 


The problem is that all comsunicative nodia lack, to varying dorrees, 
the facility to absolutely engure cuch corrigibility if only because 
tho extent of mutuslity is Linited by one person's knowledce of 

onothor's experience boing based on inforencos In addition, it can be 


argued that mass media in particular suffer from the problem of not 


boing able to update the rules of the lnnguase which they uso in the 


face of chanzee In fact, if a degree of reciprocity of perspectives 
cannot be imzedintely negotiated through the kinds of feodback which 
aro availoble in face-toefaca contact, then sarcone like a television 
producer may be forced to assesa his or her work by internal criteria 


and conventions, and thus further diminish the possibility of achieving 


any cenuine comumicatione 


Information abcut the audience may indeed depend upon extremely flinsy 
sources of evicence. Tenacnbauz reports the existence of an attitude 
held by oome broadcasters shich cays that "The audienco chows their 


appreciation through ratings, and if that's what they want, then that 


Bre Seo Hiscers, Je (1956), An introduction to philerophical analysiny po207- 
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is what they should get’. Similarly, John Birt reports thati%6 
There is an unspoken and unarticulated presumption 
on the part of many broadcasters, which, put at its 
exaggerated extreme, is this: that society consists 
of a gooey homogenous mass of people, not very 
bright, almost childlike, capable of not much more 
than sniggering at rude noises or comeone caught 
with his pants downe There are a few eggheads 
floating on top of the gooey mass, of course, and 
we quite properly have BBC2 for them. 


In articulating the apparent dilemma of the artist doomed to inhabit 
a mass medium, a thankfully anonymous television producer has also 
despaired that one cannot draw fine lines with a thick pencil, adding 


‘but then fine lines are going to be lost on a thick audience’, 


Such opinions about the relative density of the audience are nevertheless 


open to scrutiny insofar as the typifications produced by both parties 


can be compared by a third. As a third party, one could not then 


discover the exact nature of any mutual knowledge which existed between 
a broadcaster and his or her audience because, by the above argument, 

an understanding of respondents’ experiences remains subject to the 
inferential powers of the researcher (and that understanding is 
likely to be even less complete when questioning lay members of the 
audience as opposed to someone like a television director, part of 


whose job it is to be articulate and self-revelationary). 


One could, however, posit the existence of mutual knowledge inasmuch ag 
it can be represented, through a collection of different responses, as 
a theory or a series of factval beliefs about what is common.” In 
comparing a producer's sense of what is common (insofar as it is 
represented in making a programue) with that of an audience (insofar 


as their commonsense is represented by that programme), a study could 
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Tannenbaum, P. speaking at the 9th symposium on Broadcasting at 
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therefore confirn or dispute the mutuality of the thoories involved; 

a cutuality which, in this case, is represonted by that series of 
factual boliefs which constitutes, and is constituted by a programme's 
realicie 


Within this ccheme the notion of there being a rigie interface between 
producer and audience can be broken down and replaced with a theery 

of interaction. rom an interactionist perspective both the proijucer 
and the audience can then bo identified as users of interprative 

cchemes throush which cutually recomcnisable characterisations of 

cocinl activity can be generated in circumstances which do not permit 

a face-to-face monitoring of those scheticse Froducers may still be ccen 
as 'producins for themselves’ within this perspective because so can 
the audience. The question, indeed, is not whether cither party forms 
their own interpretive schemes for producing meaninr, but to what derree 
such acheries can ‘cancel one another out’ such that the prorramne 


itself can appear to be unstructured, to tring true! or to be 'showing 


ourselves to ourcelves! e 


In the present study one can therefore compare the thoories which people 
havo fore? about a prorrasmo like DUINY and thus provide the kind of 
mediated feedback which is normally absent in the mass media by 
reconstructine eny mutually recorpniesble characterications which can be 
found. The frequency with which these occur for different people might 
then serve as a botter indicator of a prorramme's success as a means of 
commmnicatin; a nreducer's ideas than headcounts of those people who 
merely liked (or hated) ite Wowover, one is accepting that cuch 
eutuality is possible because a producer is not only using the technical 
language of his or her form of life as a producer, but that he or she is 
alco mediating this end ordinary language as a menber of society in 


producing his or her theoretical schemes about what is comrone 


The basis on which such theories are constructed can then be criticicad, 

as well as reconstructed, by explicating their ontological status with 
reference to their structuration by different meaning system rather 

than by reality itself. “o beyond understanding a propremmo on one's own 
terns and underctanding it on those of a preducer, tho question alzo 

arisen as to whether a programme which cecks to represent reality offords 
any basio for enhancing understanding in general. The key to this is not 
to eimply ack whether cuch a progremme enabled mutually recocnisable 
characterications to bo penerated, tut whether it enabled the reneration 
of such cheracterisations whech could also be instrumental in the expansion 


of what has been called the rational eutenony of action rather than the 
consolidation of a status ase 


In addition to studying the ‘routinisation of production’, this second 
stage of tho research on the ground thorofore sets out to complete a 
complincntary c:omination of what might be called the 'routinisation of 
reception’ ~ the purpose of this boing to sce how far DUNNY had boen 


able to enhance, rather than reduce an audience's chances of achieving a 


recithreuch in understondine. 


In actually dealing with such issues vhea conducting the audience study 
one was inevitably facing the faniliar prObloms of inference « tho problems 


involved in trying to record people's undorstanding throuch their verbal« 


deations. A number of checks and balances wore consequently built into the 


study, but the linitations of this (and ovory other) study chould not be 


underestimated. I have in fact used some of the standard rothods of data- 


collection as described in section four, and have therefore taken on 
board a number of thone criticieas which can be levelled arpainst survey< 
based macroanalysis and against tho unsubtle caterorisation of respordents 


38. See Giddens, Ae (1976) New rules of nockolorical mothod, p.159~ 


/ 53 


upon which such surveys usually rely. However, in contrast to writers like 
Beleon, 1? it has not been ny task to produce a psychological etudy of 
perception in which due account needs to be taken of every ponsible variable 
from socioeeconamic class to left or right-handedness in adolescent boys 

(a dire prospect in view of the fact that you can never tale account of all 
such variables). Nor has it been my task to produce a report on the reactions 
of tho thirteen million people who naw DUMMY by questioning a statistically 
representative camplo of that audiences The point of the study was to 
generate enough data to be able to discuss how it is possible to relate 
encoding and decoding processese It was never tho intention to produce 


an authoritative report of the programme's overall effect because cuch 
authority is itcelf open to question. 


Huch of the usual ponoply of statistical obfuscation has therefore been 
abandoned in favour of a variant of participant observation in this part of 
the study. A postal questionnaire was sont out to a stratified random sample, 
but this wos chiefly intended to provide data for tho hypothesis that people 


living in the area in which the film was set might form different understandings 


of it than thorce living elsewhere. Tho curvey cata was also used as a check 


on that generated by three dizcusaion groups, in which (unlike a questionnaire) 
little of the response was rigidly structured by the cbhcerver, and from 

which much of the response would be presented in the form of direct 

quotations rather than statintical frequencies." 


The ability to pick up an unstructured response « unstrustured by tho 
observer, that in ~ through a form of participation in an audience's 


29» Sca Douglas, Je (od) (1971) Underntandine overyday lifo, Chet, for 2 
eritique of macroanalycis. 


40. Gee particularly Beloon, Wel. (1967) Methods ani findings in prorromme 
research. 


44, This approach is comparable to that used by lime, 0. and Harosi, Ke in 
thoir contribution to the Council of Europo project referred to above 
(Note 1), published as Undoratandine Television: a _ntudy of viewer 
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experience of a proprame is absolutely vital. A simple questionnaire 
can help to back up a hypothesis that, my, a technical knowledge of 
the meaning of cuts or fades is necessary but not sufficient in 
understandine a film. It in, however, unlikely to throw up the kind of 
unsought»for, bat nonetheless detornining variables which surfaced 


enong the members of the discussion croups. 


This is not to imply that to uso such croups in an endience study is 

to puarantes ‘free! discussion, for wo do not pocsonss any complately 
valuo-free mothods of data collection. Precautions can be taken, but 
perhaps the most important of these should therefore bo to remain self 
reflective. <eople ina azall discussion group nay, for instanco, report 
what they think you want thon to may; thoy may ctrivo towards cognitive 
consistency within cuch o group (especially vhen it has been prosolected 
on the basis of cocloeeconomic class) and they may seek to consolidate 
thal consistency, not only by adopting a particular societal perspective 
fn relation to that which appoars to have beon encoded in tho prograsne, 
but also by forming cpecific relationships with the observer. The mere 
fact that reoplo aro boing acked to participate in the stransely public 
act of watchin; a tolovision prograsme as a rroup, in a strango location, 
chould alco alert the obcerver te the dancers of forning artificial 
constraintne 


The existenco of cuch dancers does not, howaver, detract fron the ceatral 
ain of this part of tho study because it did not set out to produce an 
alleenbracing, objective account of IT's reception by its audience = 
and actually disputes the veracity of any cuch account. The aim of the 
study as 2 whole was to set up the terms of a debate which eriticios the 
viow that some cebates do not have terms. ‘Such a debate criticinen, for 


example, the presupposition that there is a clear divicion between "factual! 
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and ‘fictional’ televicion and argues that any form of cocmunication depends 
upon the possibility of being able to frame terms and thus structure reality. 
It disputes, not the existence of pristine reality, but the possibility of 
appreheniing end renroducing it without recourse to come form of 
constructed mefintion mich as the languare of film realiom - lanrusace 
t.inc a cociel chessrenon operating within as well ns betveen social 
structures. ithin this echeme there is no necessary ruzrantee that any forn 
of mediation ‘1] afford an access to reality itcelf, but it is certain that 
ony common dntorrretations or objectifications which oceur will bo either 
accifontol or line’ to relations which hold between interpretante. It 
therefore becetres important to acl: questions about the lind of contexts 
throuch which such relations nirht be renerated, come of which, during the 
cource of covern] studies, may encrre as being predictably determining. 
Peoplo's cociveccenomie class would obviously be m likely candidate for this 
aecolade, but within tho confines of thin study it ims re-nrded as only the 
nost important oxumle (alone with cuch variables as poonle's professional 
experience of film and their feorraphical proximity to the subject-matter) 
of the kind «f contest through which reality can be constructed in relation 


to a sipifyin. arency cuch as a television prorramne. 


In a‘cot of riven caces tho differences between the illocutionary ect of 


encoding meanin: in a pregramme could thus be compared with tho porloeutionnry 


act of decodin: it in order to Lllwiinate come of the preferences which could 


be involved. who production study ceceribed in cecticn two can then be 

rerardcd ap on attermt to analyso tho formor and to provide a basa for relatin 
it to tho latter. In concluding this cection of tho thecis it in, however, 
necessary to ~revido further context for the study as a whole by curveyin: 
come of the literature to which I have referred from tine to timo, or from wei’ 


I have inevitably draw otherwise unaclmovlodred ideas. 


A brief survey of the research literature 


Given the pervasiveness and ubiquity of television in general, and the 
degree of interest and concern for progremmes like DUMMY in particuler, 
one might expect there to be a considerable hinterland of sociological 
research posing complimentary questions about the structures and contexts 
4n which such programmes are both produced and received. In fact, there 
are surprisingly few comprehensive case-studies of any type of television 
production, and it is even more rare for such studies to take into 


account the way in which a producer's intentions have been presented 
to, and interpreted by an audience. 


This ie one reasons for the comparative brevity of this review of the 
relevant literature, but there are several other reasons for being 
succincte First of all, the introductory section has already attempted 
to map out the general orientations of the research and to indicate its 
more specific foundations. Secondly, criticiems of different ways of 
approaching the problems of understanding television have been deliberately 
integrated at appropriate pointa within the main body of the study 
instead of being assembled together as a separate review. Thirdly, this 
study was carried out in the field, rather than in a library, since it 
was the intention to produce an analytic narrative of a given process 
and not a lengthy critique of other people's texts about such processes. 


Buch a critique can therefore be regarded as being peripheral to the 
main project, but it is nonetheless implied in considering it necessary 
to carry out the research in the first place. Without repeating much 
of what has already been said (both here and in more general reviews 


of the state of mass commmicaticns research), it does therefore becane 
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important to briefly itemise those sources which have informed this 
study and to indicate the ways in which existing texts are considered 
to be inadequate. 


It is, indeed, the limited number and range of existing atudies which 
constitutes the most obvious inadequacy. Even a decade after Philip 
Ell{ott was writing his seminal study of the making of THE NATURE OF 
PREJUDICE’ there ere still, as Ellictt himself points out, ‘vast gaps 
in our deecriptive knowledge of the way particular media and types of 


cultural production are organised and of the roles and functions of 
those who work within them. 12 


The available studies of media institutions and their processes have 

been categorised - and ably catalogued ~ by Tracey (1975, pp 40-105) 

in terns of the emphasia which ia given to either the institutional 

or the cultural reatraints which have been found to operate upon 
production. In fact, as Tracey observes elsewhere (1976),° the principal 
emphasis of research hag tended to centre upon questions of control, and 


Such research has presented an image of broadcaating 
ap a world of ‘determinations’, a heavily structured 
process in which the end product is a result of 
something other than the simple transmission of a 
pure ‘message! ~ the ‘noise!’ in the system is, as it 
were, deafeninge 


Both Tracey and Elliott have also identified a number of recurrent 


styles of research. These range from the functionalistic or sometines 


4¢ Elliott, P. (1972) The making of a television series. 


2. Elitott, Pe (1977) Media organisations and occupations: an overview 
in Curren, J. et al (eds)(1977) Mass comminicetion and society, p 142. 


3. Tracey, M. (1976) Observing the broadcaster in Television Vole 16, 
Noe 3. 2 66 


conspiratorial approaches which were adopted in some of the early 
‘Gatekeeper’ studies, through the phenomenological or 
ethnomethodological perspectives which have appeared in more recent 
American contributions, to what Elliott calla the more "pragmatic and 
exploratory approaches’ which have been adopted in Britain.’ 


These pragmatic explorations have tended to look beyond the immediate 
site of production towards its overarching economic and political 
conditions of existence. Macro-analyses of broadcasting's relations 
with the State (ioe. Smith, 1973), or with changing social and political 
climates (ieee Kumar, 1975) have been joined by careful studies of the 
comercial environment in which broadcasting operates. Murdock and 
Golding have been particularly active in this area, having mastered 


the techniques of deciphering company reports on their way to developing 
a ‘political economy of the mass media'.” 


As a result of such work, Elliott is able to conclude that variations 

in the organieations and occupations through which Britain's ‘unique? 
media culture is produced are dependent upon the existence of a 

mixture of elites in British society, but that such variation takes 
place against a ground base provided by the commercial logic necessary 
for the eccnomic survival of these organisations of cultural 

production. 6 

eee eerste esas paptnenspeshenna-eenguenseutnteaneeneuameasene 
4, Elliott, Pe (1977) (Opecit) p 143. 

Se See Murdock, G. and Golding, P. (1973) For a political ec of 


mass communications in Milliband, R. and Eavite, Je (Eds) The 


Socialist Register 1973-6 
6. Elliott, Pe (1977) (Opecit) p 169. 


The micro-analyses of variations in individual productions which 
contribute data for such conclusions do not, however, form a 
comprehensive body of knowledge, for most of the sociological studies 
of production which could be listed and categorised have concentrated 
upon news or newe-based operations. In fact, a content analysis of 
our stock of production studies ~ a good many of which are listed in 
the bibliography = reveals the spectacular lack of attention which 
has been paid to subjects other than news, current affairs and 
etraight docusentary in mainstream sociology. Drama or drama-based 
productions are particularly under-represented in the available 
literature, and one of the most conspicuous gaps to which Elliott 
refers in the quote given above could therefore continue to be ignored 


in concentrating upon a constant refining of our understanding of 
the determinants of news production. 


‘Sactual’ programmes have become such a traditional target for 
observational study that the practice of producing such studies can 


iteelf be subjected to a form of participant observation by the 


sociological commnity. One observation which can certainly be made 


of thia pursuit is that it is a comparatively easy option. News 
production usually operates within a twenty-four hour cycle, and 

current affairs progremmes have to be constructed within the definitions 
of their own topicality, so an observer can often complete the basic 


fieldwork within the spece of a few days. An observer must, of course, 


first negotiate accesa to a given production, and that is often a 
difficult taake! Many observational studies of news production have 


Ge See Halloran, J.D. and Gurevitch, M. (1970) Broadcaster/ 
researcher co-operation in mass communications research (CMCR)« 
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also been conducted over long periods ~ Schlesinger, for example, spent 
ninety days inside BBC newsrooms while researching Putting ‘reality? 
together (1978). However, the compression of news production does 
enables an observer to locate certain structures with some economy of 
effort, even if an explanation for their existence then requires a 


much more extensive survey of broadcasting institutions.” 


The point is that while the central location of newsrooms and the 
time-based routinisation of decision-making processes facilitate the 
‘locational’ approach to their observation, these factors can also 
circumacribe the nature of the observations mades” For instance, the 
application of organisation theory to the raw data from short~term 
studies can lead to an over-representation of the faceless mechanics 
of production, and it can do so at the expense of exploring the ways 
in which those same mechanics can actually be manipulated by creative 
personnel for their own ends or for the sake of a programme in which 
they happen to believe. Even on the level of discussing conventional 
techniques like the use of ‘vox pope’ it would, for example, be 
foolhardy to imply that broadcasters generally faile to realise that 
such techniques are only conventional and no subject to iron law. 
Writers like McArthur (1978) nevertheless continue to make such 
implications as part of a generalised critique, as, indeed, the early 
‘gatekeeper’ theorists like White (1950), Breed (1955) or Gieber (1956) 
tended to do in overemphasising the role of mechanical constraints. 


8. Certainly in my own experience of studying regional television 
news magazine programmes, data which would support a ‘gatekeeper * 


thesis became evident after only a very short period of 
observation. 


9. The locational approach to the atudy of decision-making processes 


within newsrooms is discussed more fully in Murdock, G. (1 
Fabricating fictions: » Ge (1978) 


g. apercaches to the study of television 
drama production, CMCRe (p.11). 
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If the academic literature overstresses the restraints and inhibitions 
of broadcasting processes in general, it may therefore do so because 

(a) these are the characteristics which immediately impress the outsider, 
end (b) they represent the mechanics which one discovers (or which one 
expects to find) when analysing the peculiar requirements of news. A 
locational analysis of the day-to-day strictures of working in a news- 
room cannot, however, be applied wholesale to other forms of production, 
and such an analysis is probably,least applicable to drama or drama- 
based projects. As Murdock (1978:6) points out: 


Unlike those involved in news and current affairs 
production, drama personnel are not constrained by 
requirements of objectivity, balance and impartiality. 
Consequently, their personal enthusiasms, interests 
and experiences are much more likely to play a part in 
shaping the productions they are involved ine 


Personal enthusiasms and interests are evidently curbed during the 
production of dramatic programmes, and the question of control cannot 
be avoided. It does, however, have to be approached differently. On 
a production like DUMMY, many of the quivalent functions and operations 
of a newsroom are absorbed within the person of the producer. He or 
she is therefore unlikely to be physically or permanently tied to an 
easily-observed, centralised office even though the prescribed routines 
of office may still be followed. The difficulty for an observer 
therefore lies, so to speak, in following the producer rather than the 
flow of information within the confines of a single location. 


This difficulty is compounded, not only by the drama = or in this case 
drama-documentary = producer's geographical mobility, but also by his 


or her likely attachment to a single project over a lengthy period of 


n 


timee Adequate observation consequently requires a special kind of 
access to the processes in which a producer is engaged, and this can 
be negotiated in only a limited number of ways. 


One way of approaching the problem of understanding the highly-complex 
world of dramatic production is to be already partially involved in it. 
Some of the most useful sources for the present study have therefore 
been drawn from that body of descriptions of production processes and 
biographical accounts of individual careers which have been written, 
not by sociologists trying to locate and define the ‘noise in the 
system’, but by journaliste, scriptwriters and directors trying to 
describe what actually happens on the ground. 


Many of these studies lack a theoretical rigour, and some, it must 


be said, lack a good deal more than that. The actor Roger Moore's 
account of the making of the James Bond film LIVE AND LET DIE™ should 
perhaps have followed the advice of its title, but most of these 
accounts and descriptions provide a vealth of information about the 
behind-the-scenes activity of different productions. Lillian Rosa's 
book about the making of Huston's film THE RED BADGE OF courage’ is 

a Classic case in point, and the flashy cover of the Ballantine edition 
of The making of King Kong (1976) should not deter one from reading a 
carefully-researched study of the genesis of this film 


There are also many informative, processual descriptions in this 
category which are specifically devoted to television productions. 
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10. Moore, Re (4973) Roger Moore as James Bond 007. 
V1. Ross, Ile (1952) Picture. 
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John Elliot's Mogul: the making of a myth (1970) end Taylor's Meking 
a television play (1970) are by authors writing about their own 
productions. Gimilarly, the producer of en enormously successful 
science fiction series ~ Gene Roddenberry = has collaborated with 

“Stepehn Whitfield to write The making of Star Trek (1968). The death 
of a less eucceseful series *by a thousand cuts’ is recounted in Only 
you Dick darling (Miller, Me and Rhodes, Z. 1964) and John Russel2i Taylor 
has produced an obeervational account of a pair of Armchair Theatre 
plays in Anatomy of a television play (1962). Television itself has 
also contributed some self-reflective insights in the shape of such 
imaginatively-titled programmes az BEHIND THE SCENES (1977), which 
was ebout the making of the BBC series SECRET ARMY. 


One of the most deportant things that such studies show is how programme 
ideas originate from individual's personal experiences, their social 
and professional contacts, their preconceptions about audiences and 
their understanding of the organisations for which they work or to 
which they sell those ideas. We also have other ‘views from within’, 


auch as Irene Shubik'’s Play for today: the evolution of television 


drama (1975), which go on to show how these idess can be accommodated 


12. There have also been a number of television pleys which have 
taken television or related themes for their subject. Murdock 
(see note 9) cites David Mercer's Day of publication, Dennis 
Potter's Only make believe and Frederick Raphael’s Glittering 
prizes as examples of writers taking their situaticn as writers 
for their subject. Further examples of plays about television 
{tself could include another Potter play, Double Dare, or the 
BEC2 serial An Englishman's castle (not to mention the feature 


film Network Yor a comprehensive bibliography of production 
studies and related material see appendix. 


within = or adapted to ~ specific processes and organisations. The 
demands of comercial logic will, for instance, tend to transform a 
playwright 's original idea into merely one of several negotiable assets a 
for a television company, and those game demands can easily lead to its 
rejections As Shubik points out in her capacity as a series producer, 

her pain task is to find scripta which can be made for the amount of 


money that is available. 


Perhaps the most pertinent observation which can be made of this 
category of literature is not just that it representa a valuable source 
of information from the horse's mouth, or that it is therefore likely 
to be subjective and piecemeal. The common denominator is that these 
studies are pre-eminently concerned with drama, whereas I've indicated 
that the more academic studies have concentrated almost entirely upon 
news or other factual programmes. We do have a major sociological eatudy 
of certain types of drama in Goodlad'sa The sociology of popular drama 
(1971), but the status which is accorded to such a book = a book which 
is solely concerned with content analysis and audience effects - 


underlines the lack of attention which hag been paid to the production 


of such content. 


The paucity of academic production studies of straight drama or 
programmes like DUMMY is, moreover, exacerbated by the lack of detail 
and comprehensiveness in what studies there are. For example, 
independent observers like Buscombe and Alvarado valiantly set out to 
"Fill a gap’ in producing a full-length study of the making of a drama 
series, but found that they were unable to observe such vital processes 
as the dubbing of the programmes concernod. In point of fact, these 


vriters deliberately produced Mazell: the making of a TV series (1973) 
with some speed in order to catch a particular market, and both of them 
were employed in other capacities at the time of writing the booke 
Neither author was consequently able to devote as mich time to the 
project as they would havo liked, and a lack of detail in some areas 

is therefore to be expected. 


The practical difficulties which stop participant observation being 
taken to anything like its theoretical limits can, however, be over~ 
shadowed by the difficulty of gaining access to a given production at 
any level. Tracey (1975332), for example, admits that his initial aim 
of emulating Elliott's study was thwarted because ‘no-one at that time 
was willing to grant the necessary access’. Despite its problens, 
Buscombe and Alvarado's work therefore represents a significant addition 
to our knowledge of dramatic production insofar as it is based upon 
even a limited amount of direct observation. As a result they can 
legitimately ask how and why a series like HAZELL turned out as it did 
by identifying some of the forces at work within a highly organised 


system. They can, in fact, deduce what a textual analyst can only infer 
in concluding that? '? 

In part these forces are the result of pecple working 

towards deliberate ends; in part any television 


programme is determined by atructures beyond the 
control of the individuals who produce it. 


One of the most important aspects of the process which Buscombe and 
Alvarado were able to trace was the degree of movement which occurred 


within interlocking practices and atructures. Once again, they could 
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13. Buscombe, Ee and Alvarado, M. (1978) Hazell: the making of a TV 
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only record the shifts of emphasis which tock place during the making 
of different episodes by mounting a processual study, and they could 
then observe that such changes of direction partly reflected power 
differentials within the production team, and partly resulted fron 
tho effecta of organisational and comercial factors which pulled the 
production towards a status quoy towards proven, saleable formulae. 


As independent observers, Buscombe and Alvarado were arguably in a 
better position to judge the comparative atrengths and weaknesses of 
such constraints than, say, a producer writing about his own programme 
night bee They could, in other words, take a second-order view in 
examining television as a system in which each part of the whole both 
affects, and is affected by the other parts. For example, they could 
record the fact that HAZELL had to be commercially viable, and that 

this to some extent meant that it had to conform to parameters which 
had been set by other programmes which had also been ‘successful’, At 
one end of the spectrum they could then trace the genisis of the 
programme from within the context of Thames’ drama requirements (and 
the fact that ITV in general was under severe competition from the BBC 
at the time). At the other end they could show that the creativity 

of different writers on the programme was bounded within a series of 
ground-rules set by the producer (in the form of 'Chairman June's little 
read notes"), However, they could also show that programme formilae, 
the results of cost-benefit analyses and the constrainta of time could 
act - apparently paradoxically - to reduce the conflict between commerce 
arid ‘creativity by providing a challenge rather than a straitjacket for 


creative personnel. 
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In one sense, the possibility of such a challenge emerged from the 
nature of the programme itself. An obvious feature of a programme 

Like HAZELL is that it was intended to be good, entertaining fiction. 
Indeed, Jeremy Isaacs (then director of programmes at Thamos) had asked 
his head of drama to "please find something that will help me to do ay 
job, which is to pull in en audience that will keep people advertising 
on Thames and which will therefore fund the progreme-making?, | Asa 
brief for producing a plece of popular ficticn this could afford a 
considerable degree of manoeuvrability, or creative space for those 
dnvolveds a room to move which might not exist within other producticn 
eituationse If Issacs" brief had been applied to a discussion programme 
or a drema~docusentary, for instance, it might have imposed more serious 
constraints upon the choice of a subject and the way it could be handled. 


This points to a fundamental problem which the 'Hazell® book encounters, 
and one which all other single case-studies raise = the problem of 
typicalitye It ia true that to produce more and more case-studies is 
itself a strategy towards comprehensiveness because patterns may then 
emerge between different types of production as well as within thea, 

but the atypical aspects of Buscombe and Alvarado's subject should also 
be born in mind when comparing their findings with those from other 
studies. Peter Golding, for example, has produced an observational study 
of the making of a diecussion series (Granada's OPEN NIGHT) in which 

he found that the original intentions of the production team were all 
but crushed beneath the demands of economic, professional and organ= 
isational presmuress Sinilarly, in his case-study of a programme 
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14. Buscombe, E. and Alvarado, M. (1978) Hazell: the waking of a TV 


series, pp 27-8. 


15- Golding, P. (1973) Open Night, CHCR. 


designed to promote social action, McCron explores some of the 
unintended consequences of "treading a tightrope between producing 


a popular television programme and successfully pronoting volunteer 
recruitment's (HeCron, 1978:145). 


Both of these studies seek to expand our lmowledge of actual or 
potential constraints which operate upon programme-makers’ autonomy, 
and both are based upon direct, processual observatione In searching 
for such comparative studies one is nevertheless faced with the problem 
of comparing like with like again, for neither of these studies are 
concerned with dramatic production. Nor, indeed, is Elliott's study 
of the making of a documentary series, but The making of a television 
series! a case-study in the sociology of culture (1972) warrants 
spocial attention because of the methods used and the detail involved. 


Elliott's study of ATV's THE NATURE OF PREJUDICE grew out of a fusion 


of previous work on the sociology of organisation and the sociology of 
art which had been formulated within a paper written with David Chaney: 
A_ sociological framework for the study of television production (1969). 
As Elliott states in the later work (1972216): 

The aim of the framework was to show how the projected 

case study could deal. with both the statics and dynamics 

of cultural production by looking at programnee-making 


es a social process, and by setting the programme-makera 
into a series of socio-cultural contexts: the work 


group, the organisation, the medium or occupational 
milieu and the general socio-cultural systen. 


This contextual approach aimed to aituate programme-making within 
‘wider social processes’ by establishing production personnel as 
brokers between society-ae-source and society-ss-audience; brokers 


who also work creatively within the contexta of the medium itself. 
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Tho model employed consequently differs from that used in most studies, 
and particularly those studies of news-production where information is 
seen to flow in a linear, if interrupted fashion from communicators 


to their eudienses © 


It also differs from what Elliott calls the 
‘persuasive’ model (which arose from early studies of propoganda and 
advertising) and the ‘interpersonal® model (which was generated by 
those scholars who drew analogies between face-to-face and mess 


communication). ” 


In focussing upon the actual activities of production personnel through 
long-term participant observation of the processes in which they were 
involved, Elliott hoped to produce a more radical model in which the 
professional communicator is posited as the creator of a self-reflexive 
inagey an image, that is, of society-as-source re-presented to society~ 
as~audience and mediated at different moments by sub-sets of technical, 
organisational and occupational ‘contexts of orientation’. ‘Orientation! 
io a key term here because it allows for change, movement and even 
simple humanien in a world which is often characterised as being static 
and deterministic, or bounded within the confines of an implacable, 
inanimate organism. Elliott did not see the process as operating within 
2 wholly closed system; what he set out to identify was a range of 
powerful social and cultural contexts which would tend to produce such 


a closure. 
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164 ieee "Gatekeeper® studies such as White, De (1950) The Gatekeeper 


A_cape study in the selection of news, in Journalian Quarterly, 
274 19506 


17e Elliott cites Pye, L.(Ed) (1963) Communication and political 
development as an example of the former, and eur, Me. (1966) 
Theories of mass communication for examples of the latter, 


In the course of the study he was able to isolate a number of factors 
which could be seen to be operating in a given case, and although he 

wes looking at a different kind of production, several of the conceptual 
tools which Elliott used have proved to be useful in my own analysis. 

For example, he argues that long before a programme gets as fer as 

the studio, the basic programme idea will have been generated through 
three chains of factors. The firat of these, the ‘subject’ chain, 
ineludes the means by which a producer decides what ‘ought to be covered’. 
In this case the progremme was to be about the phenomenon of prejudice 

as a whole, including those types of prejudice which the producer saw 

as being most salient in contemporary society. DUMMY, on the other hsnd, 
woe about prejudice of a specific kind, but still included the producer'a 
views of what prejudice or intolerance meant in that context. In both 
cases it is thus important to note that the 'subject® chain also involves 
exclusions in being rooted in a producer's past experiences and world 
views, his past planning for programmes and his access to available 
research. The implication is, therefore, that these factors should be 


taken into account if an analysis is to be adequate to the task of 
helping one to understand the process as a whole. 


Similarly, Elliott demonstrates the need to atudy the ‘presentation’ 
chain as a set of primary factors in the genesis of programme ideas. 
Here the time-slot allocated to the programme, the budget wailable 
and customary methods of programe production start to play a part in 
forming the ideas themeelves. The third set of factors is the "contact? 
chain, Through ‘contact mechanisims’ of personal connections, 
institutional sources and media publicity, the producer and his immediate 


colleagues can begin to extend the range of information available to 


them and thus consolidate or change components of the programme idea. 
This may not, however, lead to a general extension of the limits of 
ponsible discussion because the use of these contact mechanisms tends 
~ Elliott argues ~ to perpetuate a particular cultural perspective: 


The co-operative and collaborative enterprise of 
production and the need to use outside sources and 
intermediaries make it difficult to adopt a 

definition of a problem varying widely from the 

common beliefs in society shared by all those involved 
in the process. Rather it seems likely that there 
will be an unavoidable tendency to follow such beliefs. 
Similarly, the way in which the three contact 
mechanisms generate particular types of programme 
content and the general stress placed on personal 
relationships seems to have the latent consequence 
that programme content will develop within frameworks 
of mesning widely shared and available, which form 

the most important part of a distinctively media 
culture (Elliott, 1972:62). 


In fact, Elliott extends this conclusion after having studied the 
process of turning a programme idea into a script. He found thats 


eee programme content was less a manifest consequence 
of decisions about its substance than a latent 


consequence of its passage through the producticn 
process itself (Elliott, 1972385). 


As he followed this passage Elliott was able to details some of the 
consequences of social as well as cultural contexts for the finished 
programmes For example, he uses Burns and Stalker's distinction 
between 'mechanistic® and ‘organic’ systens of management in an 
analysis of the organisation of production at a ‘shop-floor® rever.® 
Here he concludes that the course of the production process depended 
upon a coincidence of personal goals and the development of personal 


18 Burns, T. and Stalker, Ge (1961) The management of innovation. 
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relationships, but that this was a consequence of an organic style 
of work organisation. In other words, the apparent autonomy of the 
production team was still being worked out within frameworks set by 
the organisation in which certain resources and facilities were 
provided (and others excluded). 


Such observations, together with Elliott's discussion of occupational 
milieux which can overlay an organisational hierarchy, such as 
freelancing, are highly relevant to my own study. However, it is 
chiefly the fact that Elliott was able to break down the picture of a 
production team as ‘alienated processors of routine material for 
programmes in an established genre* which makes his study particularly 
pertinent. ? He was able to do this through maintaining a rare degree 
of immersion in the subject-matter and by forming a theoretical view 
of that subject which identified professional communicators as 

crucial intermediaries between 


the society as source and the society 
as audience. Elliott therefore attempts an holistic analysis in 


which the intermediary role of broadcasters cannot be typified in 


either the simplistic terms of being passive channels of information 
flow or in terme of being wholly purposive persuaders. 


His main conclusion is that television production tends to ensure 
cultural repetition and continuity, and this leads to the suggestion 
that ‘mass communication’ may be a contradiction in terms (because 
the means of production tends to reduce the meaning contained in the 
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output). However, Elliott himself points out that (19723166): 


eoe the argument that mass communication ie not 

commmication is an extreme one, designed not as 
an absolute assertion but to focus attention on 

a tendencye 


Apart from focussing attention on the ‘contradictions rather than 
the conspiracies of capitalist society’, the analysis consequently 
leaves room for one to use Elliott's conceptual tools in an 


examination of this tendency in other contexts. 


One of these tools is his "Typology of mass communication’ which 
outlines o continuum of varying scope in the role of those involved 
in productions According to this typology, and in contrast to those 
involved in producing THE NATURE OF PREJUDICE, the scope of those 
involved in ‘one-shot’ plays (including those with documentary 
components) is likely to be more extensive. The scope afforded to 
the producers of a programme like DUMMY could therefore begin to 
provide an audience with the opportunity to respond to something 
other than cultural repetition and continuity. In short, a programme 
of this nature could begin to comminicate to the extent that audience 
reaction could be less of en emotional response to familiar symbols. 
However, if (as Flliott implies) tho extent of the scope afforded 

to production personnel varies in inverse proportion to the degree 

of access of the society as source to the society as audience, then 
that degree of access needs to be examined very carefully in each 
casee This is because even in a production with an apparently 
extensive scope (where the control of the access of society as source 


is almost entirely in the hands of the production team), that degree 


of access may in fact be higher than either the observer or the 
production team are immediately owaree 


An argument can therefore be put forward that it is important to 
examine the kind of social and cultural contexts identified by 
Elliott within a range of different productions, but that it is 
porticularly important to pursue an exariination of such contexts 
as one considers the more extensive, creative world of dramatised 
documentary or straight drama production. This implies that while 
the importance of contextual factors like complex ‘contact chains* 
may well be underplayed or even unrecognised by creative personnel, 
4t does not mean that they do not exist or that they do not 


represent a considerable degree of access of the society as source. 


Elliott's book is, as the back cover proclaims, required reading 

for anyone interested in how television works, but it does share 
some of the problems which other processual accounts have 
encounterede As a single case-study it admits the obvious criticisa 
of being unrepresentative of every kind of production, but it is 
inevitably uncomprehensive in other ways too. The analysis is 
holistic in the sense that it identifies cultural producers as 
crucial intermediaries within three separate systems, but it offers 
less than a complete explanation of cultural production at every 
level. It is, for instance, somewhat partial in its coverage of the 
conflicts and goals within the producticn company at boardroom level, 


and it has also been argued that the book fails to situate the 
producticn process in wider political contexts. 


At least two practical reasons for a lack of comprehensiveness in 
guch areas can, however, be offerede Murdock (1978:12) rightly 
advocates the need to examine the overall processes of resource 
allocation and production control, but this means fextending the 
level of analysis to include what happens in the executive suite 

os well as what happens on and around the studio floor’. The 
obvious reason why it is usually impossible to do this is that access 
is rarely freely available to crucial executive meetings. A second 
reason for a Inck of comprehensiveness in processual studies is that 
one has to decide upon particular units of analysis within each 
study. Ifa spocific production situation is going to be approached 
with the attention to detail which it undoubtedly warrants, then a 
single study cannot also attend in detail to the whole structure of 
the production company or its role in a widely diversified parent 
company without becoming massively unwieldy. A research programno 
can widen the focus to include production studies and studies of 
relations operating within whole departments, companies and the 
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20. In his doctoral thesis upon which The ducticn of political 
television (1977) was based, Tracey, iC argues that A iicte 
ultimately fails to situate the process of programme production 
in its ‘wider social and political context* (p.72), and cites 


a contemporary roview by Grace Wyndham Goldie in support of 
this view (Goldie, G. (1972) Tho sociology of television in the 
Listener 19.10.7236 


capitalist state, but individual studies should perhaps integrate 
themselves within such a programe rather than attenpt a single~- 


handed voyage around it.*! 


Some atudies have adopted a wider perspective, but this has often 
been a function of a method which has been used to negotiate access 
when direct observation han proved to bo impossible or impractical. 
If one is not already professionally involved in production or able 
to become attached to productions Like HAZELL or THE NATURE OF 
PREJUDICE, then an alternative strategy in to carry out an interview 
study. ‘This approach may well be used in conjunction with direct 
observation, but it essentially involves carrying out detailed 
interviews with individual producers, or with other members of an 
occupational group, in order to draw up job profiles, to analyse 
guch aspects as the possible routes of entry into a profession or 

to classify broad social patterns anong those group members. If the 
focus of attention is a particular production then on interview 
study is often the only option open, since the production itself 
may already have been completed. For example, in Halloran and his 
colleagues® study of how a documentary programe had been understocd 


21, ‘The Centre for Hass Comminication Recearch at leicester University 
has maintained a good working relationahip with its "local* 
television company « ATV Notwork Limited ~ for many years and in 
connection with several different projects. Elliott's 1972 
study wan of on ATV production, as was Halloran et al's 1976 
study of the way a programme had been understood in three 
countries. Similarly, an ongoing project on the producticn of 
television drama is besed upon a study of this company. A great 
deal of inforration has therefore been omacsed about this 
particular organisation and its position within the ITV systen, 
ond I have not sought to repost these findings in the present 
study which happens to have been based upon a programe fron tho 
Bane companye For a detailed enalysia of the company and the 
frameworks in which it operates see Halloran, J.D. (1978) The 


uction of television drama: An exploratory stud of sone 
the factors that influence the of 


uotion of drama in an 
independent television coripeny in the United Kingdom, CHER, 


in three countries, all the information about the actual 
production of VIETNAM ~ STILL AMERICA'S WAR had to be gained 
through post-hoc interviews since the programme had originally 


been transmitted prior to the start of the researche@* 


Such studies make use of the most popular, economic and convenient 
method of gaining an overview of different productions, but they 
also effectively shift the responsibility of observation onto the 
production personnel themselves by asking them to self-report their 
considered views of given situations through guided or informal 
discussion. Halloran is woll aware of this, and points out that 
the interviews conducted with production etaff during the course of 
his research do not represent a ‘production study* as the term is 
properly used. The point of the exercise in this case was to 
provide information about the values, aims, images and assumptions 
of the producers in order that they could be compared with the 


reactions of viewers. 


Other interview studies have focussed upon the role of producers 

in more general terms than those set by particular prodictionse 
Perhaps the best, and certainly the most often cited interview study 
which has dealt with drama~-based productions is Muriel Cantor's 
atudy of Hollywood series producers.“ She did in fact spend some 
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22e See Halloran, JeD.e et al (1976) Understanding television: An 


exploratory study in three countries (pel2)e 


Cantor, Me (1971) The Hollywood film producer: Hie work and 
his audiences. 
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time in direct observation of producers at work, but her thesis 

is chiefly based upon a series of personal interviews with 

people whom she divides into three types. Members of each of 

these categories (the "Old line’ producers, the ‘Writer/producers! 
and the 'film-makers') were interviewed in order to establish how 
they selected programme content, and how they saw thie selection as 
being subject to control by various aspects of the industry in 

which they worked. Of the three reference groups which Cantor 
{dentifies as being significant factors in a producer's choice of 
action, she concludes that the actual viewing audience and the 
sesthetic referees within the producer's own craft group were always 
secondary in importance to the demands of the controllers of the 
medium = the network chiefs. In saying this, Cantor is not, however, 
simply reproducing that view which Murdock (1978310) describes as 
being ‘haunted by the spectre of the sensitive artist, the Scott 
Fitzgerald figure, whose talent was distorted and destroyed by fat 
men with cigars and thin men carrying account books'. She ia in 
fect arguing that both producers and controllers respond to a series 
of audiences extending from the immediate reference groups of an 
individual's social world to the social, political and economic 
structres in (in this case) American society. The nature of this 
response can indicate the existence of conflict between individual 
producers and representatives of particular bureaucracies, but it can 
also indicate the existence of different ways of working out an 


accommodation or acceptance of a professional ideology within the 
working environment. 


Useful though Cantor's work is, it does raise a number of problems. 
Firstly, it is concerned with a situation in which "the demands of 
the network! are arguably more powerful than they are in this country, 
go her general conclusions may not be particularly applicable to the 
British state of affairs. Secondly, the particular categories which 
Cantor uses to describe different types of producer are deliberately 
broad, but it can still be difficult to apply any one of them to a 
given individual. DUMMY's producer, for example, can clearly be 
described as a 'Film-maker' since he was primarily oriented to a 


career in feature films and was to some extent using DUMMY as a 


means to that end. On the other hand, having found the story, researched 


4t and co-written the script with the object of ‘expanding the margins 


of tolerance’, he also fulfils most of the requirements of being a 


'Writer/producer*. ‘There are even grounds for seeing him as an *Old- 


line’ producer since he made it quite clear that he was concerned to 
address a mass audience through a programme which was both informative 
and entertaining. DUMMY was, after all, chosen as a vehicle partly 


on the basis of a cool reading of the market for such a programmes 


The implication of this line of argument is that a study which seeks 
to produce a number of ideal types from descriptions given by 
representatives of those types may be inadequate to the task of 
describing the dynamics of a given situation as it actually occurs. 
An individual producer can easily adopt apparently contradictory 
positions as it suits his or her overall purpose, which is to get 
through the process of producing a film. Making a film is in many 


ways an art of the possible, and what is or is not possible at any 
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given moment may be subject to a level of negotiation which is 
unlikely to show up in post hoc self-reports delivered under the 
strange conditions of ea personal interview. 


As I have argued, when personal interviews are combined with direct 
observation in a processual study there is better chance of being 
able to study what Elliott calls the ‘statics’ and the 'dynamica’ of 
production. Indeed: 


A phenomenological approach to social research, 
keeping in sight the dialectic between idea and 


reality and the overarching social importance of 
abstract institutions and groups seems to offer 


a way of approaching ‘socio-cultural wholes’ from 
the bottom up. (Elliott, 1972310) 


However, in addition to those gaps in our descriptive knowledge of 
whole production processes which Elliott set out to fill, there are 
also large gaps in our knowledge of the statics and dynamics of 
reception. Audience studies have always formed a major part of mass 
communications research, and there have been numerous forays into the 
realm of statistica in the measurement of patterns of viewing, or into 
the psychology of perception in the examination of such aspects as 
violence on television." Gaps nevertheless occur in our stock of 
parallel, complimentary studies of the production and reception of the 
game programme, and little has therefore been added to our knowledge 


of the ways in which programmes havo actually worked as a means of 
communicating specific ideas. 
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24. See Bibliography 


To pose complimentary questions about the construction and 
reconstruction of meaning with respect to a given programie is, in 
part, to criticise a mode of inquiry which has traditionally sectioned~ 


up different moments in a commnicative process as if they were not 


interlocked within a greater whole. Lasswell's 1948 research formula 


for mass communications study - ‘Who says what in which channel to whom 
with what effect2"*— still persists, even though it is potentially 
abstractive as a framework for analysis. An overemphasis on the 

‘what’ in content analysis at the expense of the ‘who’ in organisational 
or structural analyses of production or reception can, for example, 

lead to the development of ideal types of communications processes 

which Dr Johnson might have said were neither ideal nor typical. 
Similarly, studies which concentrate upon discrete areas of the formula 
like the "effect* upon an audience of a given programme presuppose 

the possibility of measuring such effects in the absence of information 


about how messages have actually been understood. 


Host studies seem to have perpetuated the compartmental approach, and 
have often done so because it has simply proved to be impractical to 


observe the production of meaning on both ‘sides* of the putative 


content of a programme or any other message-vehicle,. 


Such analyses 
ore nevertheless in danger of circumventing some of the most central 


problems of continuity and change, or communication and understanding 


in social and cultural life. Worse, by attempting to reconstruct the 


25. lLasewell, He (1948) The structure and function of communications 


in mociety, in Iyman, Bs (Ed) The communication of ideas (ped7)e 


‘objective’ features of one aspect of a process solely with reference 
te another, some analyses have been in danger of committing the 
follacy of pars pro toto - of taking the part for the whole. In the 
case of content analysos, for instance, a great deal of useful 
information can be generated about the existence and frequency of 
occurrence of particular forms of content (as in Gerbnor's work on 
‘cultural indicators’) 4@° but one cannot infer from such observations 
anything about the intentions or practices of cultural producers or 


about patterns of perception among audiences. 


The trouble is that many people doe Content analysts and their 
sometimes more sophisticated brethren, tho somioticians, occasionally 
forget their debt to sociology in trying to study objects without 
subjects or culture without producerse Scholare like Umberto Eco’ 


do at least have the grace to admit that ‘the analysia of the public 
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comes in necessarily as a second “checking" phase of semiotic research* 


but others appear to be somewhat more arrogant. For example, ina 
piece about Spielberg's film JAWS (in which Splelberg is not even 
mentioned), the semiotician Stephen Leath explains that the film is 
'.e- the constant process of a phasing-in of vision, the plecsure of 


that process ~- movement and fixity and movement again, from fragment 


26. eee Gerbner, Ge (1970) Cultural indicatora: The case of 
violence in television. 


272 ‘Eco, U. (1965) Towards a semiotic inqui 


a ry_into the television 
Menpsaree Reprinted in PCS 3 Pe 10 e 


wee to totality’.”° The comment which I have missed out of this 


quote ig one parenthesised by Heath in which he asserts that the 
movement from fragment to totality is ‘factually thematised in JAWS 

as disneaberment'. The question is, 'thematised’ by whom? Spielberg, 
his audience or Heath? 


Similar assertions can be found in the work of the Glasgow Media 
Group or writers like Fiske and Hartley. In their book Reading 
Television (1978:pp 97-8) there is, for example, a discussion of 


ITN's coverage of the 'Cod War' in early 1976. An on-the-spot 
reporter's apparent inability to actually sce a collision between an 
Icelandic and a British ship is explained, by Fiske and Hartley, in 
terns of cultural determinants (insofar as it would run counter to 
certain myths to como right out and say that the British ship had 
deliberately ramied the other). This may be true, but the authors 
cannot assert this in the way that they do without referring to the 
events themselves as well as the text. The reporter in question may 
indeed have beon ‘perfectly articulating the journalistic codes of 


impartiality", but he may equally well have been in the loo at the 
tine of the collision. 


A axoll point, perhaps, but an important one. Any assertions about the 
activity of given groups or individuals need to be backed up with 
corroborative evidence, but when that activity is directed towards 


the construction of meaningful discourse one needs to be particularly 


Heath, 8. (1978) "Javst, ideology and filn theory in TIS. 


careful not to tusurp the right to judse the veracity of meanings 
and then to present (these) decisions as verdicts supported by the 


authority of science’. 


So writes Zygmunt Bauman (1978:244) towards the end of one of the 

most lucid reviews of a basic problem in sociology. Thia is a problem 
which has a special relevance to the sociology of communication, and 
one which Bauman explicates in terns of varicus historic responses 

to the challenge of hermoneutics. Bauman (and writers like Anthony 
Giddens) have discussed this challenge at a considerably greater 
length than is possible here, but = briefly - it creates the problea 
of finding a way of validating interpretations of meaning which would 
‘measure up to the standard of cogency and authority of tho natural 


sciences". (Bauman, 1973:14), Equally briefly, it can be noted that 
no such method has yet been found. This ia because: 


eee the rationality of discourse in cultural 
eciences, comparable to that of empirical~ 
analytic cclences, cannot be codified without 
reference to the social dimensions of the debate 


ecoe in other words, the epistemology of hormoneutics 29 
éarinot be detached fron the sociolory of corminicatione 
(Bauman, 1970:244 = his eaphapis) 

This implies that sociologists cannot explain other people's 


interpretations of communicative phenomena except by re-ihterpreting 
them in some other form, and that this cannot, therefore, properly 


29. Conners Goldmann, Le (1969) The human sciences and philosophy 
pets ‘When it is a question of studying human life, the proceas 
of scientific knowling, since it is itsolf a human historical 


and social fact, implics the partial identity of the Gubject and 
object of knovledget. 
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be described as ‘explanation’ in the sense that a methodology of 

true interpretation can be wholly reduced to a set of universal rules. 
The argument undermines the explanatory power of compartmentalised 
studies like textual analyses or ‘effects* studies which reduce the 
tmaening® of the content of language to the analyst's interprotation 
of it, but it does not emasculate sociology's concern with language 
(including televisual language) os a socinl phenomenon. In fact it 


underwrites that concern. 


Language remains a primary focus of attention because its function is 
to describe the world as veridically as possible. It does not simply 
represent objects in the world, but ways of seeing such objects. No 
form of "copy theory! of language can therefore explain its use in any 
given situation because its use depends upon its entry into the 
constitutions of social activity as a processe To begin to understand 
other people's understanding of something like a television programe 
we must therefore penetrate 'the frames of meaning which lay actors 
themselves draw upon in constituting and reconstituting the social 
world? (Giddens, 1976:155). In doing so we would still be employing 
on interpretive procedure, but "the hermeneutic explication and 
mediation of divergent forns of life within (the) descriptive 
motalanguages of social science® (Giddens, Opecite, pe162, my enphasis) 
can enable us to illuminate one frame of meaning in the light of another 
(and not just in the light of one's own prejudice). 


When it is a question of studying communicative processes, the emphasis 
should therefore be upon conducting comparative analyses of different 
cases of language-in-usee A move can thon be made away from a shallow, 
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two-dimonsional model of communication in which meaning can cupposedly 
be located according to the uniplonar co-ordinates of formal semantics. 
Instead, a more holistic model can be employed in which the co-ordinates 
of meaning will include those which occur along Bowman's "social 
dimensions’ « the structure of the social situations in which the 
negotiation of menning takes places” 


Within such a miltidimensional model it then becomes difficult to 

speck of tha efficiency with which particular chennels transfer ordered 
meaning in a Lascwellian sense, and questions begin to be besced about 
conventional methods of defining an oudience's ‘misunderstanding! of 

a messag@e Indeed, within a dialectical approach in which the whole 

gust be understood in terms of the detail and the detail in terms of 

the whole, cases of ‘aisunderstanding' will normally need to be 

redefined as simply examples of different ways of understanding a 

given message. Similarly, the 'message* will itslef need to be redefined 
(as in Halloran, 1974:15) as a "message vehicle containing several 


potential messages which cnly take on mecnincgs in terms of the available 
codes or sub-codes in society. 


This line of thought permeates the work of writers like Stuart Hall, 
and the Fresent study acknowledges several cues which have been picked 
up from his discussion of encoding and decodiing processes in mass 


30. See Halloran, Je D. (1974) 


Trainine in tho critical reading of 
television lencuare: the implicaticn of media research for 
cultural policies. Council of Europe COC/DATE) SS = pete 
Halloren discusses the notion that the primery codes for a word 
like 'cow® will enable it to be decoded as ‘a cow is oan animal’ 
(whatever lancuace is baing used), but in order to understand 
‘a cow ag sacred’ one would need to refer to sub-codes of a 
particular culture as woll. 
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commnicationse”" Tall has tended to promote the use of a scalotic 


poaradiga at the expense of conducting complinentary participant 
observation studies, but he eschows some of the more dogmatic 
assumptions of the neo-structuralists in adopting a semiotic perspective 
which does not index a ‘closed formal concern with the immanent 
organisation of the television discourse alone! (Hall, 1973:1). He 
argues that cuch a perspectivosee”~ 

eos mgt alco include a concern with the "social 

relations’ of tho commmicative process, and 

especially with the various kinds of ‘compotences! 


(at the production and receiving end) in the use 
of that languagee 


The central concern is not, therefore, with a televisual message as 
an object (as in pure content analysis), but with its perception as 
such by people who either encode or decode programmes as ‘meaningful 
discourse’. lence 


Before this message can have an ‘effect’ (however 
defined), or satisfy a ‘neod* or be put to a tuso’, 

4t mst first be perceived as a meaningful discourse and 
meaningfully decoded. It is this sot of do-coded 
meanings which "have an effect’, influence, entertain, 
instruct or porcuado, with very complex perceptual, 
cognitive, emotional, idcological or behavioural 
consequences. Ina determinate nonont, the structure 


tata tanta eetiemeett meee ng inet mia memes oan aan, anumanan otaee t aa taaeange agama 


Sie See Hall, & (1973) Encoding and decodine in the television 
discourse. Centre for Cultural Studics, University of Dirningham, 


and Hall, & (1977) Culture, the modia and the ideological 

effect! in Curran, J. et al (fds) Masa commninicaticns and society. 
32. Sea also Bourdieu, P. (1968) Outline of a theory of art perception 

in International sccial science journal, Vole <O (4) pp 5a Gi2¢ 


and Halls footnote reference to Hynes, De (1972) On commnicative 
eccipatence in Sociolincuintics ede Pride and Holmeae 


omploys a code and yields a ‘message’: at another 
determinate moment the ‘message’, vin its decodings, 
issucs into a structuree We are now fully aware 

that this re-entry into the structures of audience 
recopticn and fuse? cannot be understood in simple 
behaviournl terms. Effects, uses, 'sratificatians® 
are thenselves framed by structures of understanding, 
as well. as social and economic structures which shape 
its 'realisation’ at the reception end of the chain, 


and which permit the meanings signified in language 
to be transposed into conduct or consciousness. 


(Hall, 197333) 


This view builds upon that of Elliott in seeing the audience as both 
source end receiver of the "mensage! by identifying preduction and 
reception as only differcntinted (1f determinate) moments within the 
communicative process an a whole. It therefore implies that en 
abstraction of any one of the three traditional subject-areas 
(production, content and audiences) from this totality is likely to 
result in a lees than complete explanation of tho process. Perhaps 
most importantly, it leads to a rejection of ‘selective perceptiont 
theories insofar as the notion of ‘deecoding’ is at odds with the idea 
that an audience's perception ins "selective, random or privatised’ 
(Hall, Opecite, pet4). In Hall, the transposition of the meanings 
which are signified in languare into conduct or consciousness is 
‘permitted? (in Giddens it is "enabled') by social structures. In 
order to understand tho nature of a communicative exchange and the 
decree of pymmetry botweon actunl casea of encoding and decoding it is 
therefore necessary to lock at tho codes which are being used nnd at 
who {4s using them. To paraphrase Giddens (19763162), the production 
and reproduction of meaning with reapect to a meseage-vehicle mst, in 


other words, be explicated as the accomplished outcome of human agency; 
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en agency which is accomplished, permitted or enabled (and not just 
constrained) by structures of understanding or frames of meaning 

which may extend far beyond the immediate context in which a 

programme is constructed by a producer or reconstructed by an audiences 


It is these frames of meaning which I have set out to penetrate in 


the following pages. 
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SUCTION Tuo 


A case-study of the mking of a television 
drarma-docunentary 


It cannot be caid too often that the work of 
social and cultural science is only secondarily 
a matter of methodological procedures; it is 
primarily the establistmont of a consciousness 
of process, which will include consciousness of 
intentions as woll as methods and of working 
concepts. 


Rayziond Willions. Telovision: Technology and 
Cultural Form (197%: 121) 
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The emergence of a propramze iden 


If CUMNY had been mado in France, the programe's producer" would 
probably have been billed on its 'Realisatour'. This is in nany ways a 
more appropriate title since a producer's job in to preside over a 
process of realisation of an idea; the object being to transforn 

that idea into an artifact. 


An original idea may remain essentinily intact throughout such a 
process, but the people involved in realioing or reifying it are also 
likely to contract relations with a varicty of both static and dynamic 
contexts through which the idea acquires a perceptible and modified 
substance end forme Like a topographical description, an account of 
the process will consoquently have to locate tho various features of 
the landscape which orient the route taken, and to map tho formal 

and inforcal stratecles eaployed in negotiating these. 


The first stages in planning any route involve determining the 
comordinates of the places between which tho route will pass, and 
picking a likely ‘corridor’ through which any of soveral possible 
routes could travel. If, like the proverbial crow, you could fly in 


a straight line through that corridor, the strategy employed would be 


almost indiotinguishable from tho intention. But for the fiine 


maker, tho medium (the technical, organisational and occupational 
structures of production), the lie of the land (cociety as cource) and 


the people for whoa he or che ostensibly constructs a route (socicty as 


audience) are all varinbles. The chocen corridor, tho intervening 


variables and the producer's access to different strategies of action 


ieee dat eneern ieee renee ep EEE 


1¢ DUMY's producer also directed the file. Ilow 
refer to hin ao 'the producer’. ever, I will normally 
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may consequently subvert the intention, so for the purposes at 
hand a number of assumptions have to be made, based upon previous: 
experienco and often the creative and innovative cunthesis of 
perceptions, feelings and values which go altogether to forn 
‘intuition’. 


Yaving a good idea for a programie is therefore not cimply a matter 
of pure inopiration. Like having a good nose’ for a story, you 
have to have an idea of what a ctory or a programme could be. The 
‘programe idea’ thus stems from a relationship between a particular 
way of looking at the world and a particular way in which that 
perspective can be given form. It is the result of a convergence of 


intention and prospect, and it is this convergence which needs to bo 


examined here. 


Tho rionent at which the programme idea coalesced for the producer 

in this case was when ho caw a brief article in the Daily Mirror on 
the 22nd January 1976 under tho headline, TRAGIC DOWNFALL OF DEAF GIRL. 
The article was a sympathetic court report about a young girl who had 
just been sent to prison for manslaughter. Che had "tried desperately 
to overcome the handicap of boing born deaf and dumb, but had fought 

a loping battle, changing over the yoars from sunny schoolgirl to 
loner, prostitute, drinker and, finally, killer’, 


The producer was immodiately intrigued. Boing a newspaper story, the 
bare facts of the girl's life had already been processes into a 
narrative forn, it had acquired a measure of ‘huzan interest! and 
incorporated a strongly sympathetic stance towards someone who had 
basically been sent to prison for killing a mane An interesting 
perspective. Furthermore, the story resonated with a number of 'news 


values’ which could be transformed into ‘dramatic values? in a 
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television treatzent. The story had, for oxomple, an identifiable 
toddity’ on which to pes the tone of the article (the cirl's 
disability), and a relatively lincar storyline with plenty of scope 
for euch subheads as E@LOITSD and STABBED = as a court report the 
story was also, and importantly, verifiable and euggested the 
availability of further information. | 


These factors do not, ‘however, provide a cufficiont reason for the 
nevepaper report being establiched as an iden for a television proprame. 


The producer was not tiemediatoly intrigued’ with the content as such, 
but with what it represented for hin. | 


When you start making television programmes you 
otart locking for good stories anyway. Comotines 
you just cone across these stories, and other 
tinea you are forced into a position where you 
have to look for ideas. In this care it was both 
of these but the story seemed a great symbol to ne, 
of a deaf girl who wasn't coping very well - of 
someone who lacked information. It was a very: 
clinical approach first of all, thenit secced like 
a good iden for a story. 


That the story could perhaps tiake "good television’ wan not te obvious 
that other producers were reaching for tho telephone, nor was the 
formulation of tho programe idea simply a matter of chance for this 
producer. In order to excavate tho notdvation behind this subjective 
action of forming an idea for no television programme, it is necessary 
to look behind and beyond the event iteclf at tho inter-relating 


features of the producor's personal and profecsional experience. 


The cubjective franaworl: 
Napping a cubjective frame of reforence is open to many of the pitfalls 
of inference and compression which a film-maker encountera in trying 


to reconstruct a ceries of events. Apart from oversinplifying cornplox 


relationships, there is, for example, a great danger of artificially 
establishing cause and effect linkages between paradigns which an 
individual might appear to hold and the actions theaselves. Ifa 
filnemaker thinks of hinsclf as a creative artist - as an architect 
ag woll as an engineor = then many of the choices and decisions 
vhich he mikes may be scen as boing simply intuitive. But such 
intuitions can also be seen as being rooted in particular stratogics, 
ao being recepts from particular cultural and linguistic sources, | 


and as operating within a range of more immediate social contexts. 


PR's producer was thirty years old when hoe first became involved in 
the project, having already made some fifteen filns since leaving 
cchool in the early soventics. Ue had been brought up in a family of 
nine in an industrial town on Teesside and, following family precedent, 
he had found his first Job in engincering at a local chipyard. However, 
the producer quicicly discovered that the job was unlikely to offer 

many duet, indeed long-term, prospects, co he left to spend six or 
ceven nonths travelling in the Niddle East; aa experience which he 
felt had served hin well in terns of consolidating a drive for 
independence and survival. 


An early interest in film had developed while at grammar school in 

the north of England, and an encounter with a filme unit which had used 
the cchool as part of a documentary progremmo increased the producer's 
interest still further. Thio initial attraction eventually led to a 
decision to apply for a scholarship at the London International Filn 
School, which the producer won by cubnitting a portfolio of photographs 
and an original script after his return from the Hiddle East. While 
still a student at the school he recoived a nomination for a BAFTA 


avard for o film made during his final year, but finding a job afterwards 
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still proved to be difficult so he filled in with temporary jobs like 
being a postman until finding a position with an advertising company. 


At first the producer mostly found himself writing advertising copy, 
but the job proved to be a point of entry into profecaional fila- 
making as he vas later to direct several of his ow comercialne Ho 
regarded that experience as an excellent cource of discipline in 
earning about 'pacet ond ‘balance! in the construction of a film, 

but it was not until 1973 when the first real breakthrourh came with 
the making of TIM FIGIT for the BEC, a docwientary about the 
preparations for a title bout between the boxers, Bugnor and Frasier. 
Sinea making that film the producer had worked as a freelance director 
of such films as HINT (o BOC documentary for the (Inside Story’ sories 
about a little boy whe sat fire to his school) which won a Press Guild 
award in 1975. We had also worked as co-director on Paul Watson's 
dacuneatary cories THE FAIILY while continuing to make commercials 
witha Bond Street production company. 


Working from this basic biography, some fundamental contexts of 
orientation can new be tapped out. First of all, the producer was 
conscious of having left a particular section of society behind him in 
Teesside whom he regarded as being in many ways locs capable than 
hinself - not in terms of being less intelligent, but in torus of 
having less experience omancdss to information. Linked to this was 
onother key paradig¢a which was his perception of a Inck of tolerance 
which is sometimes show towards particular groups or individuals in 
mnoderneday society. Specifically, the producer was concerned about the 
tolerance which he observed towards people who lacked experience or 
information for reasons beyond their control, and several of his filns 


had atteapted to explore and illuminate examples of this. MINI, for 


example, was a film about a case of what he called ‘juvenile injustico' 
towards a omill boy who had been incarcerated as being ‘too dangerous! 
to be allowed to be free, whereas his resort to arson could have been 
explicable in terms of his family background and the sheer frustration 
of aon intellicont individual finding hincelf trapped and isolated from 
both hin fanily and his school. Sinilarly, TH FAMILY has been an 
attexpt to explain and illustrate apparently irrational phenomena 
"fron the bottoa up! and both ventures contain elements of what nicht 
be called the ‘social nicsionica'’ which has been a major axion of the 
docunentary film tradition for several decades nowe 


John Grierson, whe has been called the father of documentary, once 
said that he had a desire to "bring the citizen's eye in from the ends 
of the earth to the story, his owm story, of what is happening under 
his nose’. DUMMY's producer chared a similar point of viow: 


You could be interested simply in style. I could 
have been an art director for instanco, but I can't 
separate filriemaking froa its content. If I was 
interested in style alone I would be doing comething 
olse, but the best films have moro than just style 
or technical know-how; thoy have comething nore to 
offer. They shed light on common thinrse 


Tho illumination of everyday life is a bagic point of departure for the 
documentarint, ac indeed it is for the social scientist. Janes Cameron, 
for instance, hac caid that 'In documentary, you start with the truth 
and then illuminate it'; but for the documentary film-maker thin 
ethnographic aspiration to explain ourselves to ourselves is also 

firmly linked to a potential for mass communication. 
explained: 


As the producer 


I am conscious of waking films for a mans audiencé, I want 
then to be talked about the next day in the pub. I want 
toe use then to extend the margins of people's tolerance 
ess Lf you can do thin then I think you aro foing to get 
a better cociety. Film isn't necesmarily the best way 

of doing thic, but it's a very food way. 
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The producer was in the position of being able to put such value~ 
orientations into operations; values rooted in his personal biography, 
portly through having established a trackerecorm as a decunontarist, 

and partly through boing a freelance. Unlike a staff producer working 
to contract, the freclance has a greater freedom of choice in the filns 
he makes, but because of this there is also a greater neod to worl: out 
personal careerepaths, to devolop a philosophy and a style which will be 


identifiable and marketable, ani to devise stratesics of action towards 
echieving this. 


fuch a strategy of action may well embrace a such broader instrumental 
rationale than mere choice of content. It 4s likely, for instance, 

to be linked to perceptions of occupational structure. Towards the end 
of 1975, the producer felt that he was reaching what he described as a 
‘documentary plateau’. is worl: to date had beon firmly within the 
cocusentary tradition, ond he waa beginning to lock around for a project 
with which he could extend his repertoire. Such an extension was 
specifically directed towards a long term ambition to make feature films 
for the cinema, and in many respects the producor felt that his work in 
television and in making commercials was an apprenticeship for full~ 
ceale film-making. He did not fecl that making both serious 
docunentaries and commercials was an equivocal thing to do: 


You can use every moment of the day to behave either for 
or against society, even when you are driving down the 
street you have the opportunity to be either arrrossive 
or not. I think that you can put tho same sort of nlant 
into whatever film you are making, even comorcials. 
Some work I see an experience, as stepping stones. 

I look at my careor in terms of steps and plateaux, 

and the next step in drama. If I could get soncone to 


let mo do a ninety-ninute drama I would be advancing 
niyself. 


Filn-cakers aro often involved in a cearch for the extension of 
creative epace, and the resources available are secn to extend along 
a coat ince running front the siuple technical facilitation of 
televicing, cay, a weather forecast, through the seloction of content 
dn news and straicht docunentary, to the creation and manipulation of 
content and form in dratiae The feature film in seen to lie very much 
towards tho latter end of this continum, vith a form like the drama- 
docunentary occupying on intermediary position. Having built-up a 
reputation in a straight documentary, the producer was consequently 
ooking for a form with which he could expand his creative space: 

The reason I wanted to do a drama-documentary was that 

I thought you would have sore chance to interpret the 

raterini.. I think I could cot more across with this 

kind of approach. With a straight documentary you 

are more at tho morcy of the action; the action 

dictates what you do. You can try, by altering the 

juxtaposition of shots, to boing about things which 

you have seen yourself, and which you think it would 

be interesting for other people to cea, or to know 

about, or to confirm certain ideas = but you can't 

always pull this off. That was what was co frustrating 

about HINT = there wore certain things that I couldn't 

belng out because I couldn't manipulate the action. 

What I want to do now is to manipulate moro, the 

director's job is after all to manipulate the action. 
Apart fron ceeing a newspaper article as a potentially good source 
for an idoa, professional and carecr-oriented criteria also therefore 


play a part in choosing a ‘corridor! for that idea. The producer's 
overall strategy was in fact clarified by his insertion of an article 
in Screen International (1209.77) to coincide with DUMCIY's transiision. 
Referring to programmes like LUMMY as 'The other kind of low budrat 
feature’, the producer outlined the case for giving people Like 


himself the opportunity to establish ‘a truly indigencus Britich fin 
industry! : 


The opportunities for the young director in the 
cinema are few and car between. Television, on tho 
other hand, offers not just the facility to loarn 
the techniques of the craft but, more inportantly, 
the committed director, prepared to move botwoen 
departments and from company to company is able to 
develop hin awa philocophy and style. A director 
rust have the frecedoa to choose his own subject and 
develop his own themes if ho ie to grow in staturo. 
Few directors in the British cinema have that freedon 
today eee It's difficult to undoratand on what 
criteria the British film entrepreneur decides what 
will be succoseful ond what will not. Usually, if not 
from some jaded intuition, then a vague attempt to 
repeat comeone olce’a past successe This ia doomed 
to faile The only way to have a vigorous and exciting 
cinema is to be able to anticipate trends. This 
anticipation can only be achicved by an acute awareness 
of contemporary reality. I believe many filo-nakers in 
telovision have this awarencens; what they do not have 
is the chance to translate it to the big screene In 
the past, the movexont of directors betweon television 
and the cinena happened quite regularly, usually to 
tho benefit of the latter. Wo have to renind oursolves 
that such notables as John Boorman and Ken Russell 
spent their carly days working for tho omall scroone 
Nowadays the directors are stacked up liko planes waiting 
to land; the chances to ‘move across’ aro oxtromoly 
remote, and this can only be to the detriment of tho 
cineme It's not just a question of the croative ideas 
they bring with thon, or whether their technical 
abilities can be matched by those already ‘out there! - 
wore important is the kind of experience they bring. 
It is the experience of 'people’, of the problems, 
anplrations and languare of the society we live in. 
This in what many of tho better television fLins have 
concerned theacelves with. And in the past ten years 
many powerful ond moving films have come out of it: this 
cannot be said of the British cinoma .e. Why then if 
television offers co much opportunity and freedom to the 
director, chould he agpire to the big screen? The answer 
io simple — the need to develop further, to make birceor 
nnd better filas. Cinema is a quality mediun, in the 


emi the big screen ond the big budeets offer better 
otandardce 


In deciding to nake DUTY, the producer was also, then, expecting to be 
able to use it aca Sealling card! in an ascault on the flm industry 


(and a successful one at that, cinco at the tise of writing his first 


cinema fenture CUADRCPHENTA is about to be released). Future 
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expectations nevertheless combined with past critician in deciding 
how to approach the project, ao the producer explained at the tinct 


Tho reaction of the press, audience research, letters 

I receive, confirss my opinion about what I'm doing. 
Sometinces the rcactions I get surprise me and give mo 
more information. It's nice to cot praise for a filn; 
I was proud of the letter from fom Peckinpah (in response 
to MINI), but at the somo timc, the more praise you cet 
the more you begin to concern yourself with the cubject, 
the people themselves eee the best foodback I can eet 
is interest in the subject. If people feel concorned 
enough to write in, or talk about it, and if a larre 
number of people do that, then you know your filn has 
made sone impresoion. It is important to know whethor 
it has made an impression co that you can carry on in 
tho cate, or an inproved waye I think I know anyway, 
but I would be interested to know if particular idean 
have come aeross. In my first film (TiS FIGHT) didn't 
know, for instance, whother certain littlo things, 
nuances that mysolf ani the editor know about would be 
picked up by the audionco eee it would be interesting 
to know to what degree people undorstand the fila. 

I want people to notice leoks and miles ami around 
things ~ it's those thincs actually give poople a 
personality; cive then a reality. 


The producer operated the hypothenis that an audience vould form an 
overall gestalt of his films, without neceoscarily picking up all the 
{qdttle pointe of detail, but he therefore felt than an inattention to 
that detail (on his behalf) could eardly rupture or damage that gestalt. 
In ordex to ensure that thin did not happen, professional friends and 
colleagues were then used as a 'mota-audience’, both in the sense that the 
producer sought tho critical. comment of professionals and in the sense 
that the producer was censitive to the manner in which other films had 
been made in the past. In the first senso ho felt that ho actually made 


films for a professional audience, since if he could catinfy thea thon 
everything else would follow: 
You do want to mike a filo that people in the industry 


are going to adaire. I want professional people to look 
at my filma, or for editors te cay 'That's well edited’, 
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or for cameramen to cay "That's well shot’ - if you 
satisfy critical coment then the thing is going to 

do what you want it to do for a cacs audience, btecause 
wo are the most critical. wo know whon it is a bad 
ent; we are trying to please o set of standarda which 
are higher than the norm. In other words you are 
baking bread for bakers rather than baking for people 
who don't cot bread vory often. 


In the second sense the producer particularly admired the work of 
Rainer Worner Fassbinder and Werner Herzog, and sinilarly respected 
the personalised themes which directors like Scoresese had taken up in 
America. In the fercen International article, for instance, the 


producer noted: 


Tho reaoon that NEAN STRESTS end TAXT. DRIVER are no successful 
45 because of Scorsese's censitivity to coclal currents and 
his cultural awareness of the New York in which he lives. 


This knowledge io as important to the success of the film 
as his technical ability. 


Again, the producer was obviously avare of the work of people like 
Kenneth Loach ond Tony Garnett, and was personally acquainted with such 
filnemakers as Brian Gibson (who made JOEY) and John Purdey (of THE 
TIONG-KOIK BEAT and SAILOR), all of whom would provide actual or potential 


points of reference 


A& new project was also expected to fulfil more coneral requirements as 
a text, as the producer explained: 


I'd like it to exist on ceveral levels. First of all it 
chould beentertaining co that people will want to watch 
it. It chould also be a dramatic story; that 4s what 
attracted me to this in tho first place. It should . 
also be informative, ond then it can do other thinss 
too, like the social things I'm intereated in. 


Buried beneath thece statements is the implicit necessity of having 


to formulate a marketable idea. A good idea cannot stand alone, ono has 


to go through a process of selling it to a sympathetic market, which 
means in turn that you have to be avare of what a sympathetic markat 
would be. This necessity then reciprocates with tho initial choice of 
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& programe idea such that ideas are cought which have tho potential 

of being both entertaining and dranatically interesting as well as 
fulfilling decper personal notives. So despite tho individualistic and 
creative goala which may drive a producer to rake programmes, the 
selection of a particular programmo-idea is made in relation to a number 
of different constraints which are external to the idea itself. 


LUUY's producer once caid that he would like to have beon a poet given 
different cirewistances; Spielberg would have been a composer, but both 
have chosen to work out their creative needs within an organicational 

~ rather than an individualistic = setting, which means that the freedom 
of the individual as a creative force has to ba negotiated in relation to 
existing structures. It is the way in which this apparent paradox is 
managed at many different lovels which needs to be understood, since 
*the concept of creativeness and the concept of tho healthy salf~— 
actualising, fully human porcon soca to be coming closer and closer 
together, and may turn out to be the same thing’ (Dinmond, Ve Quoted by 
Gould in Kew Sclontint, Vol.100, toe1133: 841 1973). This, in part, is 


vhat the producer was arguing in his Screen Intornational article in 


equating structural constraint with the forecloning of individual 


creativity. Interestingly, an avarenens of this is not unconnected with 


the producer's underlying concern for the lack of tolerance vhich he | 
caw as restricting people like Sandra's opportunity to become xclf- 


nctualising and fully human’. Whereas he had access to sufficient 


information to enable him to manipulate existing constraints, Sandra 
did not, so her story was ‘immediately fntripuing' as a sycbol of the 
producer's professional philosophy as a communicator as woll as being 
synbolic of his personal philosophy as a social observer: 
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Tho basic attraction to me in the story, apart fron 
gny compassionate reasons I may or may not have, is 
that 4f you can't cormunicate then yor get takcn 
advantage of. If you have information and yet you 
ennnot use it then poople take advantage of you. 

I cee a whale group in socicty like that; I cce 

a whole group where I come from in this waye Ceeing 


this girl in a creat symbol to me, and that is why 
I want to do it. 


Pevolonine a procrarme idea 


Working from the bare bonen of the Daily Hirror article, the producer 
bocan to research the story early in 1976. Deing a freelance, he was 
alco working on several other ideas, including sone for a possible 
feature film, but he began by trying to establich a chain of contactc, 
initially through institutional See ouch ac the girl's probation . 
officere At first this approach fadled, and the producer cat on the 

. story for some weel:s, but having turned the possibilities over in his 
mind during this incubationary poriod, and having diccussed the idea 
vith friends and a tow profecsional colleagues, he becan to renlice 
‘how strong it waa! and went back to the probation people again. 


This time the producer. managed to persuade an assistant to. give hin: tho 
name of the girl's cociol ucrker, Coleman, and diccovered that this 
man had a considerable interest in the special problems of the deaf, 

' having acted as interpreter during Sandra's trinl. Coleman wan at that 
time teaching in £dinburch, but the producer eventually arranged a 
meeting in Birminghan, whereupon the social worker mapped out the 

whole story in great: dotail. . The producer explained that this had been 
‘much better than I had imagined, in terns of the content it-was nore 
intripuing'. This primary contact was also fortuitous in other uaya, 
since Coleman functioned as both an inatitutional source and a personal 


contact which would lead to direct contact with the fonily itself. 
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Tyo major features in the miking of CUMMY had already been establiched 
by these carly stages which interconnect with the entablichnent of 

tho programe idea itself. The producer was very such the prime rover 

- of the whole project, and all the functions of what would lnter be the 
twork group’ of producer, dircctor, researcher, writer, otc., were 
collapsed into one person. Indeed, the fact that the producer would 
Sis direct the film was already part and parcel of the ovorall concept, 
ae a a result of being a freelance operation, the motivation and 
organisation of the project was being generated from outside of direct 
institutional constraint, vhich might normally coparate the two fobs. 


Secondly, and in connection with the Intter, the producer was relying 
heavily upon personal contact. Elliott (1972: 60-62) podnts out that 
there in @ general tendency within tolevicion production to value and 
use perconal, particularistic relationchips, ond this is particularly 
relevant heree DUZIY wan, at the vory least, a difficult subject to 
approach, and a great denl of cooperation needed to be sought froa 
various parties in order to cot it off the ground. Ucing a good deal of 
direct personal. contact could therefore help to allay suspicions about 
one's motives with individuals as woll as ‘public or formally organised 
“podies with developed status Merarchtoa! as Elliott puts it. A less 
formal approach in building up a contact chain aloo correlates with the 
individuality of tha preducer and of tho product. Elliott coolly 
reflects that access through formal channels is potentially open to 
anyone, whereas the producer aiming to create individualistic 
“propremies can achieve this coal partly by obtaining naterinl throuch 


personal contact; contacts which are not open to everyones 


Neoting Coloman, like many aspects of the research for LMINY, was 
unofficinl, informal and heavily reliant upon a frank: exchance of ideas. 


105 


The producer did not have expert knowledge of Sanira's story or of the 
speciol problens of the deaf, ond Coleman was uniquely placed to cupply 
inforcation in a condensed and usable forte He cnve the producer tho 

- pene and address of Sandra's family in Bradford; the producer wrote 

to thea, and Coleman cleared the way for a necting. 


It turned out that Sandra's elder sister was now virtually running the 
family, since the mother was dead, and the father had left during 
Condra's early childhood, co it was the cister who became the 
producer's main sourcee Che had been understandably cuspicioua at 
first, but admitted later to having nurtured a hope that 'Somcone might 
one day write a book about our Candra', and scema to havo been won over 
fairly rapidly. It is true that the family eventually received monctary 
and other benefits an a romult of naling tho film, but it vould bo 
grosaly unfair to suggest that this played any part - in the procecdinss 
hore. ‘Tho. producer was woll aware of the consitivity and responsibility 
involved in actting up this kind of venture, and os will transpire, it 
vas. notall coing to be plain safling. | | 


having gathered a good deal more information from tho family, and a 
general, if not blanket, ‘approval to go further, tho producer next 
contacted the colicitor concerned with fandra's banée and he agreed to 
| release oll the relevant papers providing permission vas gained fron 
candro herself. Candra wan, of course, still in gricen: and tho 
producer hod already tried uncuccescfully to get Home Offico pomicsion 
to cco here The ‘contact with the None Office had noesaanetly been a 
formal one where putting one's case an a ‘Journalist’ or a 'Toelovision 
producer! might be expected to fall on stoney ground, especially in vicw 


of a number of programmes which had appeared around this tine which had 
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investigated facets of various Ione Office operations (soe parts of 
HINT had involved filming inside a borstal, for oxamnle). 


The official reason for refusing permission vas reported to heave been 
the protection of Sandra's interests in view of a possible confusion 
concerning the producer's intentions; the Nome Office scons to have 
inferred that the file “as poing to be about a deaf girl's experience 
of prison life. In any case, obtaining Sandra's permission to release 
the solicitor's files remained an cosential step to take and the 
producor oventually had to resort to subterfuge in order to cee her 

in prison. 


Cne reason for the direct contact with the sister had beon simply due 
to the fact that che felt very uncomfortable about writing letters and 
did not have a telephone. Combined with the fact that the prison was 
cone soventy niles away from Bradford, the bister had bad virtually 
no contact with Condra-elther by letter or o visit despite Sundra's 
having been in prison for neay two months at this stare. The 
producer therefore offered to take tho sinter to nee Candra, partially 
to pose as her husband to see the girl hinsolf. As ho explained, 

"It was quite good for Sandra, it was good for the sister and it was 
. alse extremely good for me." He tool along sono nylons and flowers 
together with tho release document, and apart fron nearly being caught 
out by a warder, all went voll and Candra's permission was obtained. As 
& romult tho nolicitor gave him all the prosecution papors, probation 
reports, police mys concorning the crime and the court statemontse 


The programme idea was consequently very much a going concern by this 
tino, since the producer had a basic narrative, corroborating evidence 


end cacperation fron the principle parties concerned. About tyo months 


after seeing the original newspaper article he therefore bepan to 


lool: for backing for the project ant started a correspondence vith 
the BC. 


Fron tho producer's point of view, contacting the DDC would have been 
a natural wove to make, since ho had establiched a nusber of contacts 
there through hin provicus work on THE FANILY and the price-vinning 
MINI, and from the corporation's point of view the producer had 
established tho vital prerequisite of a good track record. At least 
three other factors nilitated against backing tho venture, hovcvor. 
Firot.of all the project was likely to be very expensive because of 
its lencth, content and tho plan to choot it entirely on filn. 
Secondly, the producer himself represented a rick insofar as his 
track record was in straight docwientary rather than dram, and 
thirdly the producer was a freolance whose employmont might have beon 
in conflict with the craditions of the corporation, which tries in 
general to ‘look after its own’. Tho BOC vas certainly interested. 
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in the idea, but saw tho programme nore in terms of being a docimentary 


rather than a droma-docuzentary, and was perhaps less willing to take 
on the dual rick of filming what was shaping up to bo a mind~feature 
with a producer-director who was rolatively untried in that ficld. 


A certain onount of conflict between an administrative and a creative 
force within an organisational sotting like this could have been a 
major determinant of the film's existence, and in fact the uhole 
project was left in abeyance for two to three months as the producer 
continued to work on his ‘bread and butter" work in comierclala. Tho 
basic idoa ctill seemed to be a vinble proposition, however, and the 
producer decided to try again, and this tine he contacted the person 


who was at that time Head of Docuncntaries and factual programmes 
for ATV Network: Ltd. 
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rapporte In comparinon to the approach to the BRC, a much more organic 
relationship developed through a coincidence of personal goals and 
available orgnnisational provision. The presentation of a particular 
idea to a particular person at a particulor tine was certainly 
opportunistic on the producer'a behalf, but it was alco fortuitoun. 
The producer was, for oxonple, nware of the Head of Documentarics' 
own track record, but ho had never met him personally and could not 
have been sure of his reaction to the iden, and, correlatively, the 
Head of Documentaries also had the opportunity to judre the idea en 


ite own merits. 


Fron ATV's point of view, the idea had a number of very practical 
“merits; although there vas as yot no ccript, the producer had boon 
vorking on the idoa interaittently for over four months, and was 
presenting an intecrated package rather than a preliminary cutlino, 
sq much of the basic research had been completed without any direct 
cost to tho company. A related point was that if the propromme vas 
going to bo a reconstruction issued as a ‘True story! with ATV's nono 
on the credits, then the research would have to bo both accurate nnd 
' comprehensivee As the Department head said, "I wouldn't berin to do 
this kind of programe, a reconstruction, if I didn't havo the reality 
in front of me” — co tha fact that the producer had cone to 
Birminghan armed with a considerable collection of corroborating 


documentation was a slmificant factor in the process of scelling the 
- ddea. 


Apart fron the fact that ATV was more able to bear the cost of producing 
the propramie than the BBC at that timc, it could be argued that the 


company needed to do a programe like TMMY. ATV had, for explo, 
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beon attracting eriticioa fron some quarters for overplaying the 
international flavour of some of thoir networked output, and for not 
having a networked current affairs programe, oo buying a property 
Like DURMY could have provided soue useful omunition against these 
critics. Indeod, the company's managing director was Inter to cite 
their willingness to back freelance ventures of this nature in 
angier to just thic kind of criticion, and DUMY figures prominently 
in the company's promotional literature for the following yoare” 


A further clement in the argument can be seen as being related to the 
complex question of the spectre or blessing (depending upon one's 
point of view) of a socond ITV channel. DUMY's producer represented 
on increasingly important lobby of young, independent producers or 
directors who wero ceol:ng marketa whorever they could within existing 
network companies, or nore radically, within tho hope=for rebirth of 
the British fila industry. By encouraging froclance directors or 
producers to work for a company like ATV, the Head of Documentaries can 
then be seeu to be offering thes the facilities of a large production 
house in return for a kind of insurance insofar no a floating capital 
of indopendent talent was being built up as a source of contact chould 


seem umaanatetaaeaman eatmaetunmataaaesemmeeiesieatasaiaieienaataaabetianataa dined tiimahaban estate ine 


2. fee ATV YEARBOOK 1977-70, where DUBY is featured along with the awards 
and recomendations which it vone 
In his address to the Presse Guild in February 1978, ATV's managing 
director, Lord Vindleshany had pointed out the company's willingness 
to axe programics like Nv FACES at the height of their popularity as 
proof of the campany's concern for improving output. He had dieniased 
tho ‘jingoistic chauvinien’ of the journalist's concern that programos 
Like THO HUPPETS were too tranmtlantic, and specifically cited tho 
company's willinmiess,codid-historically proven track record in 
attracting freclanca talont on to their documentary output (LUMivta 
cameraman, Chris Henges, had already worked for ATV on soveral 
projects in the past, for exmmpla along with other freolancors such 
as Adrian Cowell and Antony Thomas) « soe BROADCALT 27020736 
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é * 
the need arise to fill tho vircin territory of a second channel.” 


She commiscioning of cingle programicn nevertheless involves both 


corporate and personal risks, and DUMMY was no exception. In fact, it 


could be described as a special case, cinco it already involved a fusion 


ef forms in boing a dram-documentary, ond was cenerally considered to 


‘bo breaking now ground both in terms of ito form and the degree of 


involvenont with tho subject. Host of the actora and crew were to find 


making the film a novel experience. The Accociate producer, for example, 
er, 


I've never worked on a programme quite like this befora, 
where you are dealing with comcone who is ctill alive, 
and who was actually in pricon during such of tho 
planninge One is dealing with existing human clenents, 
and there is a very strong enational buss: about the 
filn with which I haven't been involved before. 


fhe decision to nix studio staff with a freelance camera and cound unit 


would compound the element of experiment in the venture, and the octual 


3e 


Since the network companies would still be able to contribute to the 
OB\,. whether the OB\ or IiV2 came into existence, the exiating ITV 
coupanics would still have to reconcile their commercial needs with 

those of independents. The oxisting structures of the ITV companies 
would therefora have to expand their areas of operation to help 
independent producard or diractors cumply to £4111 the new cpace, so 

the uso of indopendent people within existing structures can be seen as 
a usoful precedent. Ad Charles Denton hag cubsoquently said in a television 
intervicw, “We aro now in the business of oncouraging froclance produccra 
and directors evory day of the week. I am seeing freolance producers and 
directors who wish to bring particular works into ITV vin the company I 
work for = ATV. There is no reason whatosever why that chouldn't develop 
over the next year or co, oo it mict do to provide tho cheer weight of 


material that's coing to be necencary for a fourth channel." The 


interviewer, Anthony Smith, then arcked if thio applied to the URi, since 
independents would then have a prescriptive right of access to the new 
channel, and Denton replicd, “I don't coe vhy that chowld necessarily be 
a moro secure waye I believe they (thu indeponient producers and 
directors) vant to work with technical and production facilities which 
existing institutions have, because they have built then up over the past 
fow years. I don't cee vhy we shouldn't move fairly toothly fron a 
position of employing a lerce number of freelance producers and directors, 


as we do at the morent, to cupporting a raft of indenend 
{+ in ITV2 or OB\)." percent producers 


(Soo Anthony fedth's Brc2 programe Ts 14. ’ ; 
independents.) 5e79 "Independence for 
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couplinenat of the crew was to cause some probleas between the Elstree 
studios and the production offico in Fortnan Squares" Another 
distinctive factor was that both the departmeat head and the producer 
wore engaged in upwardly mobile gtages of their careers at the tine, 
since LDUNY vas to be one of the last productions corriiesioned by the 


h. The ACT? in particular is apprehensive about new developments in 
independent and scaleindependent film-malting of this naturo. The 
union's leader, Alan Sapper has caid that his suspicions are tased 
on "tho hard historical experience cf our union and the filn industry, 
where independent filn-mking, although producing cose of the highebt 
levels of technical excellence and creative oxcollence, have produced 
o great doal of uncaployment and instability in exployment. wa don't 
want to dovolop in that wy in the television industry e.- successful 
procramicenakers who work pretty regularly havo a creatively fulfilling 
life, and an cconomically fulfilling lifo, but for overy one or tuo 
successful people, there are literally hundreds of people who never 
get any work, and you ask those people if they like freolancing and 
thoy say it's another word for unemploynent. That's the tragedy see 
we say that you must make your progremmen according to tho relovant 
trado union agresionto. It's not just our agreonent, ito E.UITY,.The 
Husicion's Union and NATTKE, ve cay yen, male your progremic, and if 
the propramio corpanics wish to buy them on film thera is no diffiolty, 
The difficulty io when arcan of indepondent production are trying to 
make programmes on the cheap os ve say, and thon try to slip thes 
into the networks and into the BOC for main tranminsion." (Soa 
Smith, Ibid.) 

This viow is in conflict with that of Charles Denton, for instance, who 
argues for a change in these union asreencnts precisely in order to 
allow for a company like ATV to secure a foothold in IIV2 or the CRAY 
in the ovent of either occurrences Sapper would still arrue (as is 

his job to do so) for at least 75% permanent enployment. 
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Lead of documentaries before ha became Controller of programmes for 
tho eaaaay and the programe itself represented o significant advance 
for the producers The success of the programe can thus be considered to 


be of strategic importance for both men, as well as being on intrinsteally 
desirable objective. 


In contrast to many progromies, neither the production schedule nor the 
butrot was rigidly fixed during the carly states of operational planning, 
and the producer considered that he had been given quite on unusual . 
degree of frecdom to choose his own porsonnel at that timc. Havins baen 
civen a fiveenonth contract and a provicional chooting date for 

February of the following yoar, he also had enough time to wait for 
weather conditions of his choice, and this also cave hin the flexibility 
to vait until particular mesbora of the prospective crow had been 
released from their exioting comuitments. As he said later, 


5. Denton was in the process of taking over as Controller of programmes 
for ATV aos DMHY was being made. This was part of a minor rovolution 
at ATV in which throe now dopartmental bocses were appointed, 
including the innovationary oppointuent for the company of ono for 
Decunentary alone. It could be arcued that with Denton as Controller 
the nature of the 'funnel’ through which independent or seni- 
independent productions would have to pass had changed quite radi 
aga senior exccutive was quoted as saying in BROADCAST ( ’ 
"You've now got for the first tine creative and professionally respons- 
ible people in pooitions of cone authority. It's a profound shift 
for ATV, and one which was needede” Steaming from decisfonn taken 
vhilst still Hood of documentaries ~ such as the decision to mix staff 
and freolance on CUNY « Lenton now bolioves that "The ITV companies ~ 
programe controllers = are operating on the basis of programe 
judgements. I certainly do nycolf; I'm not operating primarily on 
the basis of a cash relationship botween myself and the market, I 
still consider nysolf to be primarily a producer concernad, and in 

| fact occasionally obsessed, with televicion, and I thin: we are going 
to be looking to encourage matorial that is good within British 
television now, wherever it cones fran." (Ceo cmith, Ibid.) 
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I cowld have cone in and made the propramie very quickly 
ng one would normilly havo donee I could, for instance, 
have met Candra just the once, caid to hell with the 
various agencies concerned and just made it, but I think 
the result would have been less true, and of less value 
than what wo are actually doing nou, 


Althourh the producer was being paid for five nonths, he was actually 
going to be working on the programe for nearer eighteen, and as he 
explained, "You can't normally afford to make one film in eighteen 
nonths.'' By the sane argument, it would not have been feasible for ATV 
to put a staff producer on a single drama-documentary for that length 

of tine, so some of the flexibility of tho schedule depended upon the 
producer being freelance, which was a cipnificant factor to be considered 
in buying the propranmice. 


H 


The doeicion to fo ahend with tha project wag not, however, wholly 
determined by a form of conte-bonefit analysis, Apart fron weirhing va 
the organisational and technical factors involved in taking on the 
programe, the Head of docunontaries. was also relying upon his oun 
experience in making judgenents of both the procrommo idea and the 
producer hinself. Having cone up through the ranks, the departnontal head 
commanded a good deal of reapect among poople I talked to, ond was well 
known as a documentary film-maker in his om right. A degree of emathy 
with the personal goals, and a professional experience of the technical 
difficulties of maling a programo like PUNY was consequently apparent 
within hin position, as indeed vas a certain elenent of patronage. - 
Novertheless, it would be casy to overlook: tho basic insrodicnt of 
mutual respect gn the relationship, "I actually think he io a very food 
director,” the head confided, “or at least he will be", and fron the 
producer's point of view, the former “anked the right questions" and 
tumediately recoomiscd the synbolica” of the original nevapaper articlo 
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nt their first meeting. Doth men alco concurred on the basic motivation 
of the programe, the producer's desire to “extend the margins of 
people's tolerance” being echood by the department head's hope that “the 


fila may pocolble expand people's horizons, it may provide just a bit 
more hunanitye" 


Cne of the reasons for “asking the right queations" is likely to have been 
rooted in tho dopartment head's personal expericnce of the problems of 
‘deafnesa in young children, and whether or not this. influenced his 
original interest in the propramio idea, it my very well. have hiphlirlited 
gone of ita potentinl dangers. There was, for example, the possible rick 
of fearing that deaf cirls ore likely to be more promiscuous, and the 
department head mado it clear that it vos ultimately his responeibility 


to nonttor ouch contingencies and to act Lf necestary. 


To transforn the prograrnmoe idea into a finished film was the responsibility 
of the producer, but it was the head of department's preromtive to 
exorcise editorial control in the Inst instance in anticipation of possible 
legal or institutional constraint. Io can alco be seen to exercine control 
in tho first instance, not only by fixing the running-tine of a progromo 
eo that it will fit into a network clot and through aioe Sy or 


withholding, particular resources, but also by employing particular 
proprome-rakerae 


In order to ensure that o programe is going to be “dramatically acceptable 
ani within the bounds of propriety", as he put it, the head of departzent 
has to make a nunber of juironents about the producer and his intentions. 
Qualities like commitment, enersy, integrity and confidence were all 
_ttentioned as values in this context, in addition to the existence of a 

- ,espectahle track record, and the departaontal head was clearly impressed 
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on this score given some commonta he made in private. Following the 
initial nectings with the producer, he also became increasingly confident 
about the programme itself; the actress playing Candra was later tu be 
told that hex role was “one of the most important parts we have case for 
n decade” and even allowing for a little expeditious flattery here, 


it io clear that buying the programe was considered as an investnont. 


Startins works on the proerame 


fowlia.doienyenneansi-iiier Sse eee ne eee eee! 


The producer had already conploted much of the backpround research and the 
establictment of a chain of contacts by the tine he approached ATV, but 
having now obtained definite backing for the project he could borin to 
work in earnest. The firct stop which firnncial cupport enabled the 
producer to take was to expand the croativo worl: croup to include a writer. 
Ag o docunontalist, tho producer was not very familiar with ucript- 
writers or playwrights, and at first thought of the more well-known nanes 


such as Dennis Pottor or John McGrath. Apart from the fact that such 


writers vould probably have been heavily comaitted to other projects, the 
producer also had to consider the choice of writer in relation to tho 


nature of his own ideas. Fotter, for example, was not known for hig 


rycpathy towards raturalio, and although McGrath was felt to be in 
pycipathy with the "Northern industrial flavour" and the political content 
of the idoa, the producer decided that he could prebably contribute this 
acpect hincelf, having been brought up in a cinilar environment. 


As a result of these initial thoughts, and having been given a free hand 
by ATV to chooso a writer, ho then decided to look for "a seagoned 
dranatiat who could look at the material in an experionced and objective 
way” rather than someone who night have injected a specific perspective 
into the story3 We began to speak to soveral writers and discovered that 
one particular prospect had a sinilar response to the Head of docunontaries 
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at ATV in being drawn into the central theaes of the programe idea. 
hic writer described their first necting as “extraordinary”, and was 
clearly intrigued with the idea from the beginning: 


ZI had never met (the producer) before, and he camp over 
to see te with all these files and documonts, and the 
photographse It was really quite exciting; even though 
-he is quite a ealecian, I could cce how important the 
gbtory could bee 
Fron tho producer's point of view, this writer certainly fitted the 
bill as a “coosoned dramatist". Moe had left RADA in the nid-fiftics, and 
had worked as a staff uriter for a tclovision company before going 
freelance with a string of plays for both television and the theatre. 
Curing his twenty-odd yoars as a proferasional vriter hin range had been 
considerable, having written single plays and multi-part works like 
A& THINKING MAN AS IanO; adantations such ans NOL FLANDERS, Tus 
ADVENTURES OF DOU g T> and CIDER WITH ROSIZ, and major stage plays 
such ag STaVID.e 


Looking at this record, it was perhaps curprising that the writer would 
have boon interested in ceripting a dramedocunentary, but he had also 
written a nuaber of factual plays in the past, including 84 CHARTNG CROSS 
ROAD, a television play reconstructing some aspects of the Frecer spy 
can¢e STEVIE had basically been a biographical study of the poet, Stevie 
Coith, and THINKING NAN AS HERO hac revolved around the making of o 
(fictitious) televinion documentary about a (factual) person Ludvic 
Wittcenstein. As the writor pointed out, the fictitious procramme within 
this play would probably have made quite a good docutentary in its cw 
right, cince Wittgenstcin's life had beon chronicled with come care, 
although the playwright had received at least one congratulatory note 
afterwards, praising hin for having invented "this lamatic Austrian 
philosopher". 


417 
In the writer's viev, the point at issuc was the narrowness of the 


line between fact and fiction: 


Even a straicht documentary is very heavily edited; 

the way it is chot gives you a built-in opinion, together 
with the use of music and cound-cffects. The documentary 
only fives you tho appearance of authenticity since no 
film can be truly anthentic, sinply because nobody is 
. going to behave with a. film camera in front of thom as 

if it wasn't thore. Certain techniques can giva you 

the impression of authenticity; ken Loach's filns do 
this, for exauplo, but I actually question whother 

that is a good thing, because if you give the inpression 
of authenticity you are actually removing from the 
‘viever a cortain arca of critical faculty. If you make 
no pretence about it, and say 'This in a truco story’, 

but that it is a story, then you are onrgazing the 
audionce in a slightly different way. I, in fact, 
profoundly disagree with Ken that one should lull the 
audience’ into tho belief that what wo aro watching is 
real life. 


The playwright had once written a television play called HELLO, GOOD 
EVENING AND WELCQIE about a TV chat chow, which was staged in a studio 
with actors playing the parts of cucsts in front of an invited 
audience who had beon told that tho play was a real pilot for a real 
chow. One of the tcuesta! was supposed to have a nervous breakdown 
in tho middle of tho programme, and the results had. apparently been 
so convincing that the audience belioved it entirely. One of the BC's 
comisatonaires had even complained’ to tho writer that it had becn 
Qigcracoful to allow that "mest! air time; and the latter cuggested 
that eee 

Tho care with which one can now create apparent 

authenticity is really quite dangorous, but you cannot level 

a charge of authenticity against a documentary with ony 


more validity than you can aminst a play. There are still 
0 many processes between the event and the viewer, whother 


those ovents aro filtered through a docwientary producer's 
eye or through a play director's cyc. 


I can honestly say that I only have obe main ain, and 
that ia to be truthful. The interosting thing about drana 
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ids the possibility of presenting a life; we are 

all so bound up with theminutiae of day-to-day 

Living that we don't often have the chance to 

stand back and look at the progress of life. That is 
what I am principally interested in doing. 


That is alco what the producer was looking for in his search for a 


writer who could approach the material objectively. The writer's ow 


interest, or more accurately, his preoccupation, with character as 
the organic centre of drama would then provide a structurel rigour for 


the programme as a whole, as he explained; 


I am not really a documentary writer or a prcpagandist, 
you see, my main concern is the people; the character. 
I work from the character rather than the plot, and this 
play seems to me to be mainly about the survival of a 
characters If you are that poor and that handicapped 
and yet you come out of it, as Sandra is today ~ really 
quite jolly and bright, it is astonishing. The filn 

4s about the survivol of the human spirit: her spirit, 


although obviously damaged, is still intact, despite — 
the inability to communicate. 


The writer, nevertheless shared with the producer the prescriptive 


dntent of the idea, and something of Wilfred Owen's view that the duty 


of the poet is to warns 


Bradford is actually quite a small place, surrounded 

by that basin of hills, and Sandra is swallowed up in 
it. She is swallowed up in it, and nobody really cares. 
That's the whole point; you hope that someone watching 
the programme in some city somewhere will just stop and 
think. If you see someone peeing on a bombsite, or 
being sick in the street, my instinctive reaction is 

to cross over the road. But that person may have been 
someone like Sandra, ond I think our intention here 


is to encourage a bit more humanity, to encourage 
people to think. : 


Yoriing on tho script 

Having been given a certain omount of tiue to play with, the producer had 
decided to postpone any fliming ‘until after Sandra had come out of 
setaonven the 29th December 1976, and this also gave him and the 


writer time to work closely together on the script material. Coon after 
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the writer had agreed to do it, the producer drove hin up to Bradford 
ond introduced hin to the family: 


Tho sister bercan to unfold this anasing story, and 

the dramtic possibilities bocnn to open upe When 

I first met (the producer) I think we Imew very little of the 
story; we knew sho bad been a schoolgirl athlete, and that 
cho had fallen from grace and so on, but as wo talked to 
the sister I bocane more and more interested in this 
terrible bostoyezclkian descent. 

When wo firct went up thero, sone of Camlra's reintives 
wore quite rightly alarmed about tho fact that we were 
going to do the film. ‘Ve asoured then that we were 

going to do it with as much sympathy as we could, and that 
it wam't coing to be a sensational thing. Gne of tho old 
ownits caid that the whole idea reminded her of the 

“uentin Crisp film (GWE NAKED CIVIL SoRVANT). well, 

I was surprised that che'd seen it cince it was on very 
lnte at nicht, bat it had obviously affected her, and 

che was nov inclined to cee homosexuals in a different 
light, even thouch cho was a catholic. IT thought this 
wis enormously encouraging « that che had followed this 
extraordinary bizarre man throuch, and at the end felt 
cympathy for hin. The aunt was obviously very distressed 
over Sandra's prostitution, co tho fact that sho had 
reacted favourably to the cuentin Crisp film was vory 
encourapings | 


Althourh the sister had agreed in principle to the mating of the filn, 
her three ounts had, indecd, been very unsure nbout the whole idea at 
the becimninge The producer described then as 'vory touch Yorkshire 
Ladies’ and both he ani the writer were closaly questioned about 

their plans and motives. Fron a purely clinical point of view, theso 
early meotings with the fonily represented o very critical point in the 
filn's development. There was by this tine a growing investment in 

the project in toras of both tine and moncy, and the involvenout of 
further neabers of the production team, like the writer, both increased 
this investmont and complicated the relationship with the fanily. dAny 
change in that relationship would almost certainly have led to a 
renegotiation of tho whole project, perhaps to the oxtent of abandoning 
it altogether, so tho producor triod to keep the number of people 


one 
fr 


having contact with the family to a ninimu from this point on, and 
at tho same tine consolidated hia own relationship throuch the 


nointenance of close personal, contact. 


Liniting tho nuaber of psople involved to just himself and the writer 
alco enabled the producer to maintain a unified concept of the 
programe itself during this period, but both men needed to extend the 
range of prinary information which they wore receiving from the family. 
For instance, they particularly needed to contextualise the central 
problea of deafness, and to thio end the producer introduced the 

writer to Coleman, the social worker, and he in turn introduced thea 
both to various agencies (like the RNID and the Breakthrough Trust) and 
recomicmied several bocks on the problena of being doafs 


It was all a process of introducing ourcsol vod. : 
to the problens of deafness itself. Profecsionally- 
speaking it was just the writer and uysolf, althourch 
I was reporting back to Denton all the time, and we 
cpol:e to educated deaf people, working-class people, 
friends and colleaguese I was constantly making 
‘one-liners’ = notes in Bradford, or on trains. 

I had met, for instance, a photorrapher during a 
train journey who kad a deaf daurhter, and he told ne 
about her temper, and the way she cluts horsolf off 
from other poople. It sas all usoful. 


fhe writer kad meanwhile been accunulating tapo-recordings of 
conversations with poople involved, and had been worl:ing through the 
documentation provided by the solicitor, but the growing camitment to 
the project alco moant that tha two men needed to seo Sandra hersolf 


under more favourable circumstances than those afforded by the preducer's 


first visite ‘The writer had already made a brief visit to the prison, 
but the Mone Office had now decided that Sandra could possibly havo 
gous hone leave towards the end of October, ani both men eventually 
met hor with the fonily during the second of five days’ leave. 
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This particular visit anabled them to tie up a mmber of loose emis, and 
also helped to cement the relationship with both the girl hersclf and 
the family, but it also caphasiced the problems involved, cinco 
communication with Sandra proved to be very difficult. The dissonance 
on this level, as well as onthe broader cocinl axis, was a problen of 
which both men vere very ‘mich Quaree The writer, for instance, had 
already comzented upon the tyo ‘different worlds’ eeparated by just a 
four-hour journey in the car botveca his life in London and the fanily's 
life in Bradford; ond the seohusen knew that his oxperiences 'of Living in 
tho big city, of travelling around the vorld and of working in televicion' 
wore vastly diftorent from the experiences of the family. Not longs 
before he had started vorldng on’ this project, he had been working with 
re Hoffman in ew Yorls, ond in a newspaper article, described the 
contrast as ‘stunning’. 'As coon as I finished the film I was mkins 
for Dustin = about the ballet world « I waa dealing with prostitutes 
on pinps in ono of the rouchest areas of England’. fe nevertheless 
justified his underctanding. of Sondra and her family's cituation in 
terns of his oum vorkingnelass origins, 
| I know the backround, you cee, when I walk into the 

cister's house, or tho local pubs, I tmow what it all 

noans, it's not alicn to ne. I can tell by the furniture, 

the street, people's possessions the anbitions that 

group has. I lmow what they are talking about becauce 

it is a part of my own experience. I'm not making it up. 
The weiter, on the other hand, negotiated his relaticnchip within a 
professional criterion of objectivity. 


When looked at froma distance, and over a period of 

tine, you can draw conclusions from the patterns of 
pooplo's lives rather like a psychoanalyst draws 
conclusions about pattorns of behaviour from a cubject eee 
I think: I am being fairly objectivo, and in fact I nomi 

to bo. I have actually deliberately avoided seeing too 
much of Jamra, althouch by contrast I an writing — or 
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o write ~ ao play at the moment about a fricnd o 
eed weses wife died at an early ase from cancer, which 
I on not at all objective about, as I om personally 
involved. In a way, it's not coming as well as I had 
hoped becauco I an involved. 
It would have beon asking a lot of the writer to suppress an emotional 
response, and as the producer pointed out, 
Once you start to get to know the people porsonally, and 
eee ate involved in their problens and onxictics, 


you start to get draun into it, and (the Write? beran to 
cot ag draym into it an I wase 


Yost of the people who wore to voris on the programme found that thoy had 
to decide, at various juncturec, oxctly vhere they stood in relatien to 
either thoir iomediate function within the mit, or in relaticn to their 
porconal feelings towards tho subject; like a news cameramn deciding 
whether to film a fire or pour water on ite As the producer explnined, 

-Ye have to work out our own morality, we hava to decide 

where we stand = as producer or writer ~ in relation to 

Sandra and in relation to her family. I don't think wo 

ever actually worked this out completely, though, except 

in terms of cach individual sceno.. 
As drama-docitientariots, tho producer folt that he and the writer vere 
committed to making cach cone of the film with as much accuracy as 
possible, such that the vole reconstruction vag intrinsically true. 
Whether or not the om of these parts amouted to an overall eestalt 


vhich was also extrinsically true was a finction of dranatic structure 
‘yather than tho accuracy of cach cection; 


after having chot tho fin: 


ag the producer oxplained 


ic inproviced a lot of the scenes; 

went, and we did chance a lot of th 
o dromaticed cocuzentary, it! 
vant to do vas to cot 


they developed as ve 

eo ccript. But this is 
Snot o play, ond what I didn?t 
away from what happened to Sandra. 
velro not mains this just for fun, it's about real Life. 

I was trying to mako it nore authentic and accurate in 
aanipulatin= things. 


The Ikey phrase here is about real life’. The filn necessarily had to be 
an abstraction of reality (or a "distillation of the truth! as the writer 


put it) simply in terns of its compression. Tho running-tine of tho 
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procramie had not been finolly fixed at this time, but at fifty or 
ninety minutes it was shorter than the twenty-nine years it hoped to 
cover and so the initial taci: was to produce a precic, an outline of 
essential constituents. Tho writer explained that he would start out 
by thinking about the subject itself and decide whether it seeacd to 
be ‘potentially fruitful', and vould then find out as mich as he could 
about the background, the people who would become the central 
characters, and the main events ee. 


I find that once you have assinilated all this, 

then certain things 'pole up! Liko:tremendous peaks 

which are obviously coing to be good. The murder at the 
enc io obviously an astonishing sequence of events, for 
instance, the thing which always sticks in ny mind is 

the policeman writin= out the caution - as che was deaf = 
ond the whole middle-class boyfriend bit interested mo 
enormously. If it hadn't been for that the filn might 
have been, well, drab; dramatically drab, it gives it 

a really unexpected quality vhich I would never have 
invented. Then there is the motel scene, uhich I found 
very unpleasant, but important because it's a scene of 
creat degradation. To be absolutely heartless, hitting 
someone over the head with a club is violent, but to 

hit someone over tho head with a cover of a radiator has 
a sort of traric «eicht about it. Decnuse of the extraie 
violence of that, her expericnce is lifted, dranatically, 
beyond just bann-wallop violence into comething much 
deeper eee after finding these 'peaks' I suppose I then 
becin to think of a chape, and in thia case I think 

I latched on to this idea of a decline and fall, or rather 
a rise and fall, which ceemad to be a good dramatic 
ehape. As for the actual process of writing I think one 
just does ite You see it like a filn. 


fhe process of transforming tho facts of Sandra'a life into a programe 


had already been mediated by the natura of the sources; the reports of 


the cister, the family and officiel documentation. ‘The demanis of 


*secing it like a film’ wero now imposing a further level of mediation, 


where real evento became 'ccenes'. Tho producer described the process as 


being akin to malding a jigsaw puszle; they had sectioned up the material 


into difforont pieces, diccarding some, and fitting the remainder together 
as a coherent picture - 
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Wo had oothered all the information torether over a 
period of two to three months, and by about the ond 

of Cctober had written it all down. Wie eventually pot 
it down to a chortlist of thinss which we wanted to 
include in tho film, which turned out to be about three 
paces long, and then thoucht of the things on that list 
in terms of structure and in terms of their relationship 
to one nnother, and then reduced this dow to just one 
page, which was a list of scenes. 


It all scoemad perfect after our throo-tionth rescarch 

period, but we realised that it was not just a caso of a ctraight 
line going forwards, more a series of humpae We found that 

wo had to adjust the reality slichtly, never by addine to 

it, nover by putting in conoething which warn't true, but 
sonetines by takine out thingc.e We have to write whet 

appears to be truc, rather than what is true, because filo 

is film and life is life. You have to work to the nmediw. 


The page of embryonic ocencs was then expanded into a 'pruto-ceript! with 
a paragraph for cach one, with the producer consulting other directors 
and collearues in order to decide what could, or could not, be dono in 
terns of sequencing and order inn filmic ccnso eee. 


fandra’s life bas been very violent, for instance, but if 
you make very much of any single piece of violence it would 
appear to be disproportionate to tho total anount of 
‘violence in her life. Six weolks before che stabbed this 
man, che had been picked up in a club and takon to a 
motel thirteon niles outside of Bradford. There was a 
fight; che had hor face ticked, broke her jay and was 
nearly killed. ‘hat was a very important part (of her 
life) end will bo the end of part two of the propranne. 
But we had originally becono enamoured with the journey 
itself; it was throuch very bleak hills, and we. thoucht 
this was really dranatic, but if you play on that journey 
then you iomediately anticipate the action = it means 

‘ia ore buildine up to sone violence! ~ whereas the 
important thing about that violence was that it is 


unexpected. This is what I mean by chanzing reality; you 
have to put thinro into permpective. 


As in a painting, porspoctive in a constructional dovice for creating 
the illusion of reality, Paintings aloo extract ond enphasice portions 
of reality by defining borders within frames, ond DUMMY was cimilorly 
structured, like a Bosch triptych, in terms of three major conpartsonts. 
The likely length of the script had, by the ond of October, led to the 
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adoption of a ninety-ninute clot, and this happily implicd that there 
woulda be two comercial breaks and therefore three parts to the fila. 


The writer explained that he and the preducer had specifically constructed 
tho film on this basis: 


The first part of the fila will be very much a oyopathy- 
getting sepmont. We must try to mke people feck oympathy 
for her, even when che is with the nethys and dossers in 
the lnst part. ‘ho first part will look like an ordinary 
docunentary; ‘Poor deaf and dumb girl makes food = has 
idyle relationship with pood-looking niddlo-claca boy! 
nnd co one Then it o212 starts to co wrong, but hopefully 
the audience will retain something of the sympathy fron 
the first part. we toyed with all corts of methods by 
which we could rostind the auwlience of this, but I think 
that would have been cheap. There is a very ill-defined 
Line between becoming prauiscuous ami becorning a prostitute 
in the second part, for instanco; the trouble with that 
sopment in that it is so compressed; so mich more 
actually happened in real life. I think that if you givo 
the impression of promiscuity, and develop that into scenes 
of obvious prostitution, thon the audience will accept it 


ag a casual drift in terms of what they have retained 
from the first port. 


Tho producer vas alco intorcated in the stylistic structure of the file 
at this stage: 

The first third of tho film dso kind of historical, oo 

I vant to make it feol different from the rest of the 

film in more ways than just by using different dress, 

wallpaper and furniture. I want to choot it in o more 

static way; to use more static chots. This might add 

to the fecling of the period. The second third is croing. 

to be more flashy, since it takes place in the sixtics, 

and the third part is intonded to be very documontary-like, 


with lots of handeheld shots and shootins on the fun 
in ordor to bring out tho grit. 


Given this overall structure, the separate ccenes could then be articulated 
together as a narrative an part of the process of rebuilding the Jigsaw. 
Tho uriter's “remendous peaks! of the middle-class boyfriend epinode, the 
notel ceene and the murder vere consequently erected towards the ond of 
cach of the three parts Like tent polbs, with the rest of the fobric 
ctretchad at varying tensions around them. The playwright's chief 


concern then becasie dinlogic, and for thin he relied heavily upon tha 
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experience of his visits to Bradford and the tapeoerecording which he had 
made there. He listened to these recordings constantly whilst voriing on 
the script, and frequently incorporated complete phrases and expressions 
from actual conversations into the dialogue. One of the techniques used 
for earaneine on authentic effect was to take some of these conversations 
intact, and work thea inte the script as discrete icons without any 
necessary relationship to the narrative. The 'world' of the film could 
‘thus be extended beyond the innediate flow of the story, civins it depth 


end a different kind of perspective. For example, an old woman appears 


briefly 4m a pub where come of the main characters are drinidng, ond the 


nudience hears 2 fragment of her conversation: 


"eo there I was, trotting down Lumb Lanc, and this car 
pulls wpe “oT wont across ani I saw this follor, 
winking and that. ‘Do you want business?', he said. 
No, thank you,’ I said. ‘I'm noarly sixty-two, 

I'm half cead.'" 


Although this character's cpeech has a broad relevance at that point to the 


themoadf“prostitution, the lady herself takes no further part, and the writer 
explained that ees 


Tho factual) old Indy who told ne this story was an omacing 
creature, with badly dyed hair and everything, but che had 
nothing to do with the story, and prolably vouldn't have 
been included had this been a straight docuzentary for that 
reason, but this ia, I think, true of the bulk of tho 
ceripte ‘There aro lots of reasons why you do things like 
this which are no ronson at all; it's cood to include 
thines for their own mike. 


The writer did not think that he was writing for any particular oudience 
except possibly hinsolf = "I don't thinl: you can do it any othor way" = but 
he was nevertheless conscious of using cpecific techniques to introduce 
different characters and idean. This ws eapecially truo, for ommple, of 
the introduction of Sandra's disability rirht at the beginning of the film. 
A nusber of clues are given, such as the mother dropping a nilk jug with 

no reaction from the child, and the writer reminded nme that: 
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The audience von't imow she's deaf at first, you cee. 

Tt vill. have been in the press and the TV Times, but 

they von't bother to read that. ‘o I think you have to lead 
the vievers fairly carefully by the hand at the beginning, 
and (the jug bredcing) is a Little con-trick, becaure you 
can fet the aulience to think they are one step oltead of 
you, ao that thoy can say "Here, look = she's deafl'~ 

thon that gives thoi the confidence to sit back and relax 
and imacine that thoy are not therefore poing to be put off 
by the deafness. -.ater on you can thon chock, appal or: 
enthral thon, but you've certainly cot to entice thento 
wateh it properly in the beginning. ‘Tho worst thing about 
telovicion is that neople do not :atch; thoy are cating 
or talking, which is very deprecsinge 


One device which is occasionally used in documentary forms wac by 
dofinition unavailable to the mikers of DUGY, and this was the use of 
first-person narration. Yoing unable to communicate in a normal canner 
also rieant that the central chargcter occupied a virtually non=cpoaking 
role within the narrative dtcolf, which led to some cpecial difficulties 
for the uriter.s Other characters, for example, were sometines siven Lines 
which explained comnmications mute by Landra ‘off stage’, and both the 
writer and producer felt that the main actress contributed a groat deal 

in interpreting the part. The inportant point to be made here, | 

however, in that television is often ccen as being a verbal mediu; the 


uriter felt that televicion tolerates far more words than other media auch 


es cine: . 
If you are workings on a movie, e always think one tells 
a ctory vioually, and cupplenents it with dinlopua, 


whereas in televicion ono tends to tell the story in 
dinlorpue and supplement it with pictures. 


Vicually important sequences on telovicion, and especially action sequences 


containing less dinlocuo, are often chot on film of course. But fils 


insorto for, cay, a dram serics, are usually kopt to a mininun because 


of their hich cost relative to ctuwlio work. DUZIY was to be chot entirely 


oa filo, and the writer therefore sav it as occupying the special catagory 


of 'A film which is being chow on television’. ‘The script nevortheloss 


contained a high proportion of dinlocue, partly because of the need to 
cover a creat deal of ground within the ninety minutes, ond one of tho 
major worries wan that the draft script was indeed too longe There were 
a hundred and ninety-oight scenes in the original, some of which the 
uriter thought would play for over tvo minutes ('Playing-tine' is such 
Jonger than 'Dinlogue-tine’ since one has to allow for roverents and 
actions in between Linon of dialogue). "I think it will play much longer 
than ninety minutes, let olone the fifty we wero originally offered", 


the writer pondered. "It will be interesting to see how much is imposed 
upon it." 


Tho content of tho cecrint 


Pannier oat OO eee 


Having determined the overall structure of the script and its essential 
requirenents, tho writer took the outline, tape-recordings, documentation 
and photorraphs back to his home near Clapham Common and wrote the 
working draft in three weeks during November 1976. 


As the writer explained, his job was to link all the information 
together as a coherent story; adhering to conventions of logic and 


balance, avoiding ‘longeurs'and repetition, and maintaining pace without 


losing essential information. As Buscombe and Alvarado® point out, 


writers rate their professcianalim highly in terms of putting their 
writing skills at the service of the production itself, and the writer 
felt that working out the story was like ‘flying on automatic pilot! for 
hin: 


If you ore a skilled craftsman then the story should 


bo entertaining anyway; you are able to make it through 
sheer craft. 


The results of his labours are included in the appendices, but at this 


stage it will be helpful to run through the overall content of the script 
and then examine some of its implications more closely. 


6. See Bascombe, Ee and Alvarado, HM. (1978), Mazoll: the making of a 
television series. 
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The storyline 
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Part One 


It i469 1948. People are going to work, some of them in a 

mili in Bradford's industrial heart onidst noisy, clattering 
machinery. One man in particular is singled out and is ceen 
drinking in a pub before going home to simple, working-class 
gurroundings and his hardeworking wife. They have a baby 
girl, and there are other members of the fonily around to help 
out, but the situation between husband and wife in strained. 
Ag tine goes by there seens to be somothing wrong with tho 
baby » she doesn't react to loud noises = and an aunt persuades 
the mother to take the baby to see a doctor. The doctor 
teste the baby's hearing, and ao a result the mother takes 
her to a specialist at a hospital where she is told that the 
paby is profoundly deaf. This increases the strain at hore, 
and a place has to be found for the child at a special school 
for the deaf. When che is old enough, sho starts attending 
the school with other young deaf children, travelling there 
by bus with her aunt. The father in particular cannot 
understand where the deafness has come from and there are 
angry, anguished scenes at home. The child is growing up, 
however, and is taught lip-reading at school. She is quite 
normal in other respects, and plays happily with other 
children in the street in between learning to forn words at 
school and with her patient mother. Other people are 
sometines disturbed by her jumbled speech sounds, however, 
and the child herself doos not seom to bo getting on as well 
as gone of her fellows at school. On ono occasion she is 
punished for using clpn language rather than proper speech, 
and shows her temper and frustration at home; throwing hor 
coat on the floor. Sho nevertheless excels at sport, and 
easily wins races at school, but has great difficulty in 
making herself understood, even in a simple transaction such 
as buying fish and chips. As sho gets older she seers to 
becone less able or willing to learn at school in comparison 
with her fellows, and obviously prefers sports, or dancing 
with her mother and clster at hoaee By this time fandra is 
nearing the end of her childhood, experiencing her first 
period, and trying 'grown up’ things like having illicit 
cigarettes in the playground. Her father has‘left the fomily 
now, and o social worker tries, rather unsuccessfully, to 
help, explaining that Sandra's problems represent a special 
caso since, being totally deaf che cannot learn speech in the 
game way as those with some hearing cane Sandra's speech is 
indeed, extrenely poor in comparison, and she seems, instead, 
to divert her attention to less academic pursuits such as swimming 
end her first encounters with boys at the school. She cventually 
leaves school and starts her first job at a local dry-cleaning 
factory, meeting a new group of people. Having money of her 
own now, sho can fo out on her own, and on one occasion goes 
to a local fair where she meets a boy from a very different 
background who seoms to ignore the fact of her deafness. ‘The 
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blossoms and opens up new vistas for Sandra, 
aepeeagiene not only quite food-loolcding, but comes fron 
a well-to-do middle-class family and plays in a pop croup. 
Ho ceotta to genuincly care for Sandra, and she now scons 
blissfully happy, despite her disability. 


Fart vo 


The relationship continues to progress; Candra goes to clubs 
whero the boy is performing with his group, coes on picnics 
and has intimate oncounters at hic home. After one of the 
exoup's sessions, she, hor boyfricnd and his brother (tho 
drumier with the group) return drunkenly to his house and a 
fight starts over hor, ond between the brothers. It gets out 
of hand, the brothor is stabbed and Sandra is slashed across 
her face with a kitchen knife. ‘che is taken to hospital, but 
roturns homo with a livid scar; tho boyfriend fails to call 
to ceo her, ani Candra returns to work and starts to ¢o out 
with her worlaiates to city centre pubs. Sho has chanced, 
becoming older; coarsened. Ina pub, che is oncouraged to 
pick up a man (no rather rough character) and eventually takes 
him back to her house, causing an angry scone with her mother. 
She loaves home to atay with this nan, who is unemployed, 

but he commits a potty robbery and is arrested. CEandra has 
meanwhile become pregnant by him, and the mother decides to 
look after tho baby, despite being i11 herself.. The baby's 
father comes out of prison and Candra returns to live with hin 
again even thouch he treats her badly. Cho has another child 
and the nother evontually arranges for her sterilization on 
the advice of a doctor and without Sandra's consent. Having 
cone out of hospital apain, Candra raturno to her old haunts, 
and after an impromptu striptease in one of theso clubs, is 
picked up by another can (tho first one having disappeared). 
They co to bed together and quickly marry, but her new 
husband starts to usc her as a prostitute. The mothor noan- 
while dies and Sandra trios as best che can to mike her ow 
iifo, even though her husband is nowacsaulting her at hore. 
She contracts Venorcal disoase, and whilst in o V.D. clinic 
explains to hor cocial worker that sho still thinks "hearing 
people are bost'. Prostitution has now become a way of life, 
and che in nixing with other prostitutes in the pubs and 
clubs of tho city. On ono occasion che is picked up in the 
otrect by a noatly-dressed man and driven out of Bradford to 
a rotel. Tho cituation at the motel rapidly turns nasty, and 
fandra is viciously beaten almost to death. 


Part Three 


Sandra comes out of hospital to 
leaves and meets a new set of rather downeand-out people 
around the low pubs. 


One of them introduces her to come coft 
drugs, and Sondra stays with hin, charing a meacre oxistence 
of church benches and waste Grounds by day, ond pubs by nipht. 


live with her sister, but coon 
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An old, centle Vest Indian is one of her group by now, and 

there are a few happy interludes represented by an occasional 

155-160 Indian moal with thaso people. But ono of San¢ra‘ycompanions, 
a girl with crossed oyes, displaces her relationship with the 

464-163 man who gave her the drugs and Candra sinks lower, moving in 
with two dossera. Che is quite desperate by this time, and 
tries to telephone her sister for holp, even though cho cannot 

a64e170 hear, or indeed speak. Sho turns to the West Indian man 

471 and stays with hin, as meanwhile the social worker visito the 
sister who tells hin how worried she is. Sandra spends her 
tine increasingly on her own, crying over pills and glasses 

472-179 of beer, hanging around bars and clubs, but sonetines nooting 
other prostitutes and drinking companions. After one of these 
sessions, sevoral of then, including the cross-oyed girl 
and Candra's erstwhile lover, are ejected from the pubd and 
return in a drunken stupour to his reon. They continue 

180 driniing and Sandra ia abused and insulted, cowering in a 
cornere Eventually people start to leave, and Sandra stuables 
into one of them in the hallway. Totally confused and 
frightened by the drunken man's staggering in the darimess, 
she stabs at hin with a omall imife she carried and runs off, 
finding o taxi to take her to the Vest Indian's roomse The 
stabbed man meanwhile staggers out to the main road and 
collapsea; a car stops to seo if he's all right and the 
police and aibulanco called. Tho nan dies, and police later 
arrive at the West Indian's and arrest Sandra who is taken away 
in a police car. Dawn starts to break; people start waking 


481-198 up; Bradford life goes one 

The major implication of this storyline is that of oxtreme narrative 
compreasion, and two major conatraints had to be taken into account in © 
t his respect. Firatly, the running-time was known to bo an hour and a 
half, and secondly, the shooting schedule was being fixed to about five 
weeks. Furthermore, the running-tine was only notionally ninety minutes, 
since with comercial treaks the actual length of the film would be 

down tageventy~eight minutes, leaving a little over twenty-five minutes 


for each of the three parte (or an average of less than half a minute 


per scene). 


The "ninety-minute' olot was a fixed constraint for several reasons. 
The structure of the independent network's scheduling requires that 


programses shown over the whole networic must be able to mosh with those 


tronomitted by different companies under the opt-out system, and the 
longer the progromsme the more critical this becories. The "News at Ten" 
clot fron 10 o'clock to 10.30 is oloo a relatively fixed point around 
which programmes can be tovede Tho Head of documentaries at ATV vas 
particularly anxious not to ‘throw away! DUMIY after the news, co the 
enly feasible clot would have been botweon 8 and 10 o'clock. The IBA 
han, howovex, agreed on a watershed at 9 o'clock before which violence 
chould not be chown, so DUUY's alot was pushed up as clese ag possible 
to the nows, giving a starting time at 8.20 (the first bit of ccrious 
violenco occurring in part two with Sandra's scarring ~ after 9 peme) 


Tho time-scale of the story itcelf also carried a number of special 
inplications. Since the film wan to cover nearly thirty years (fron 
about 1948 to 1976), special attention had to be paid to period costumes 
and locations, make-up and propre The mother, in particuler, would havo 
to appear to aga from being in her mid-twenties to late middle-age, and 
candra herself had to be depicted from babyhood right through to hor 

late twenties. Casting the mother would therefore require a particularly 
astute judgencnt of an actross's skills, and Sandra's babyhood, childhood 
and adult life would havo to be carried by three, or possibly four, 
different people who would then have to share a number of characteristics 


in order to ensure continuity. 


The script also indicated a relatively large cast, with sone thirty 
speaking-parts plus Walkons ond extras, some of whom would be required to 
perform highly specialised tacks. Finding an actress who could sustain 

t he central role would be difficult, but there would be additional problens 
in finding, for example, an actor to play Sandra's first boyfriend who 


could pass for a competent musician as a member of the pop group. 
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Cinilarly, the teachers vould neod to be able to demonstrate spocialised 
instructional methods, and the echoolchildren theaselves would present 


the dual problen of casting and directing juveniles who vere also 
handicapped. 


The possibility of needing a large production mit was also indicated 
by the script in relation to agreccents between the production company 
and the unions. All the ITV companies operate agreements with their 
enployees' unions in addition to those agreed vith EQUITY, the actors! 
wiion, and theso help to manage potential conflict through the adoption 
of codes of practice, rates of pay ond hours of work. Tho two main 
unions who were to becone involved in the production of DUMIY were tho 
ACT? and NATTKE, and one of their chief concerns vas ~ and is ~ the 
distribution of labour within n production. The ACTI is primarily 
concerned with production staff (directora, production assistants, 
designers, floor managers, casting directors, lighting directors and 
canera/cound crews) and NATTKE looks after wardrobe, make-up and props 
otaff together with transport drivers and sono secretarial posts. In 
view of the content of the script, these bodies would bo likely to argue 
that agreenents should be honoured, such that the demand for period 
locations would require the use of a designer, and the inclusion of 
actions like Candra's ccarring and the stabbing in part three would require 
a cpecini effects technician. Sinilarly, the inclusion of "Action vehicles 
in the script, cuch as police cars and anbulances, would require a 
specialist, and even a tiny detail such as having a photograph on a 
nantlepicce would require using a Stills photographer. all of these 
crew meabers would be required in addition to the 'standard' crew which 
would be attached to most productions of this kind, and this core 


production group would itself be expanded later on in view of the sheer 
ccope of the script. 
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A further implication for the logistics of the film was the nood to 

obtain "blanket approval! from interested agencies. On the broadest level 
this meant obtaining the family's permission to make the programe, and 
an adherence to tho laws of libel, but it also meant assuring agencies for 
the deaf of the producer's intentions ~ for amongst other reasons - the 


practical necessity of cooperation. 


Gainine blonteat approval 


Luring tho period in which the script was being written, and up to 
Christmas 1976, the producer wos principally concerned with obtaining 

ac much cooperation as he could, both from people in Bradford where tha 
prograrme would bo filmed, and on a more national scale from tho British 
Deaf Agsociation and the Royal National Institute for the Deaf. 

Cppesition from such groups could certainly have damaged the project's 
prospects, since it would not have been politic for ATV to tmnecessarily 
antagonise thea, but the producer wag also concerned that his intentions 
were seen to be honorable. [is case was that if one wants a society whore 
people are compassionate to one another, then you have to inform the 


individual, and inform hin or her in a particular way: 


If I want to exy "be kind to deaf people!, thon I have 
to show warts ond all. If I were to show a partially 
deaf, cuccescful person, then that would be a Sunday 
afternoon God-alot programme, which nobody watches. 
What I want to do is to show someone in an extrone 
cituation, someone who has really broken the rules; 
cho is a prostitute, she has killed sonebody, and che 
is as rough as helle But at the end of the film you 
wilLilike her, and not only that but you will care for 
her a great deal; you will worry about her. 


The BOA and the RNID were horrified at first, and wanted the producer to 
choose a successful deaf porson rather than this polar case. They vere 
also particularly concerned about the possible connections which could bo 
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drawn between deafness and prostitution, and there was an cxtenciva 
correspondence botween the two cides before a working agreement was 
renched. As part of thin agreement, the producer had given the acencics 
ai accurance that he would let thes kmow the final content of tho 
prograrane before tranoicsion, and had also suggested writing on article 
for DRE MNS, setting out his intentions ond hopes for thos programe. 
It would be overstating tho case to say that the agencies vere 
enthusiastic about the idea in the ond, but they were not co opposed to 


the producer's plans to stop hin contacting associated people in Bradford. 


The producer had particularly needed the cooperation of the RIND and tho 
BDA if he was going to use deaf children in the filn, and he had at 

one stage contemplated using a deaf actress in the main part, but it was 
also vital to obtain cooperation on tho local level. Yor instanco, the 
special school vhich Sandra had attended was approached, and provisional 
approval was given by tho headmaster thera to film inside the school 
during classes. Sevorol conditions vero imposed, howevor, including a 
proviso not to publish people's real identities and the need to obtain 
the permisoion of the Education Authority and the Board of Governors. 
The former approved, but the latter at first did not, which led toa 
lengthy series of meetings between the producer and tho Board during 
which conditions and agreements were exchangede For instance, as a 
recult uf © connection between the authorities here and the Social 
Services, one of the concessions which the producer had to mke was to 
officially curtail his link with the original social worker, Coleman 
(whose patch had since been taken over by a new social worker). On the 
other hand, the school provisionally agreed to allow cone of its pupils 


to play the younger versions of Sandra, providing parental perminsion vas 
alco crantede 


136 

It was vitally ioportant at this stage to maintain a balance of 
cooperation, since the plan to make the film kad now moved fron 
private discussions into the "public cector', involving more and nore 
poople in both private and public capacities. Yorkchire County Council, 
for exxple, had by this tine heard about the project, and had initially 
opposed the plang to choot it in and around Bradforde Whilst thore was 
cone doubt whether this body could actually voto tho plan, tha could 
certainly have atopped the producer fron filming inside institutions 

ta the Bradford Royal Infirmary (for the hogpital scenes), so the 
producer was continually involved in diplomatic oxchangos between 
yarious officinl bodies; winning cone battles and loning others. ‘The 
County Council, for example, eventually apreed to the plans to filn 
inside public buildings, giving the blanket approval which the producer 
van aceling, whereas tho DHSS declined permission to film inside a social 


security office. 


Frou the producer's point of view, setting up the film was a mattor of 
‘internal’ and ‘external’ problomatics, the former involving the 
cachinations of finance, crewing, casting and scheduling, and tho Intter 
being the nugotiation of cooperation with intcrested parties, Sone of 
these negotiations wore only indirectly connected with the film itself, 
hovever, having core to do with the direct personal involvement with the 
fanily, Sandra had, for example, come out of prison at the end of 
Tecembor during the holiday period and there wis a good deal of confusion 
over finding her somewhere to live (cince the probation officer concerned 
wap on holiday and the sister was about to have a baby). ‘Two places 

had been found for Sandra to stay, but one "had a hardboard deor, danp 
tattresses and no cutlery' and the other was in the eame area in which 


the stabbing’ had taken placoe Tho nistor consequently contacted the 


een 
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producer to sce what ho could do, and ho tried to mediate with the 
social workers involved, end in addition obtained a hundred pounds for 
the family in advance of a ‘rescarch fee" from ATV. In view of theso 
events there was some thought about changing the ccript to accomodate . 
then in the film, but the original decision to atop at the arrest was 
retained az a matter of dramatic tactics, ‘to make people wonder vimt 
had happened to Candra'. 


In tho period before Christmas 1976, the ‘internal! probleas were 

chiefly those of creving and casting. ‘The producer had had secretarial 
support from ATV throughout the period of writing and the second research 
phase, but he also necded to extend the ‘work group! beyond that of 
hinself and the writer (whose contract had effectively ended on the 
delivery of the script at the end of November). 


Recruitine personnel | 

In his role as Director of DUMMY, the producer would have the mijor say 
in casting actors and actresses for the film, and in some caces would 
make direct contact with people vhor he had already seen in other roles. 
But in view of tho number of actors required, and the producer's 

relative lack of experience in straight drema production, one of tho 
earliest appointments which needed to be made vas that of Casting 
PEpeetere ATV has its own cacting departnent to’ provide a service 

for producers ond directors in finding and selecting acters, and to 
negotiate conditions and contracts with thea and their agents. Sonetines 
© Casting Director will be attached to o production through having a special 
interest in that particular type of chow, or because thoy have a special 
Tange of contacts applicable to that production, but in this cane ATV's 
Lead of Casting decided to work on the project herself, seeing it as a 
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new departure and 'a chance to get out and meat sone new people’. 
Casting can in many ways be scen os one of the most crucial stages of 
production, and dircctors such os John Frankenheimer havo described 

it as the crucial stage; ‘Sixty percent of directing is casting the 
right actors'. Certainly, in the case of a drama-documontary it is 
crucial for tho purpoces of authenticity to find actors with whom one 
can improvise, and the less you have to direct the greater is the 
chance of achieving a naturalistic effects Ken loach, for oxmple, 
hao been described as searching for actors who can livo,rather than 
act in his films, and the search for tho right people can take up a 
great deal of tino. Tho producer and the casting director consequently 
worked closely. together over a period of several months on the casting 
for the film, which will be covered in a cection of. its own. 


The core unit 


The core production u it can be described as those people who are 
centrally involved in the production much as. the camera and sound units 
and the producer's immediate. assistanta ~ in this case a production . 
assistant (PA) and an associate producer (AP).. The producer described 
the process of hiring these personnel as a matter, in the first instance, 
of pooling experience and exchanging advice between himself and his | 
innediate executives, or more particularly at this stage, the Head of 
Departuent.s ‘The latter had already denonstrated the decree to which 

he was prepared to back the project, and this also ran to the extent of 
expanding the resources available within the company to include the 
recruitment of freelance personnel. There were many ramifications 
attached to this decinion, some of which ran deeply into the internal 
politics of ATV, and included considerations of both finance and future 
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planning. The apparent advantage to the company of reducing costs 
through the chort-tern hire of freclance porsonnel could, for emmple, 
be seen as being outwoighed by the inclusion of such costs in above-the- 
line budgeting, and the relatively higher fees which freelancers attract 
in the first place. ‘o the use of freelance porsonnel can also be 

seen as part of a more general argiment centred upen existing agreenonts 
on manning within the company and the possibility of changing these, 
perkaps in a similar fashion to those changes which have occurred in the 
erganisation of movie production, where individual preducers or directors 
tend to cell packaged deals to production companies rather than vice 
veroo. Nore particularly, the. setting up of precedents in manning 
agrecacnts with respect to programmes like DUMMY could enable tho 


_head of department to open up now avenues of oxploration in relation to 
proposals for a fourth channcl. 


Both tho producer and his head of departeent had been especially inpreased 
with the work of ono particular cancranan, who on the rare occasions 
uhen he hag been tracked down for interviewa, has been described os one 


of Britain's top freelance cinenatocrapherse Ho had begun his career 


in 1959 as on assistant editor with a caoll production company (which was 
later to become Alon King Associates) and had then moved to Granada as 
assistant cameraman before becosing freelance in the midesixties. Since 
then he had worked with Loach and Garnett on KES and POOR COW, with 
Stephen Frears on CUISUOS, and on numerous documentaries such as THES 
TRIES THAT HIDES FROI MAN ond THE OPIUM WARLORDS (with Adrion Cowell). 

Ne had already worked for ATV and the head of departnent was particularly 
keen that he chould be contracted for DUMMY, soa ccript was sent off to 


the coneranan, and he agreed to shoot it on his release fron an existing 
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comiutnent in Hong-Kong after March 6th, 1977+ Since obtaining the 
cameraran was considered to be a key appointment, the date from which 
ho would be available then became a fixed point in the ochedule, end 
mince this was come three to four weeks later than the provisional 
chooting date, it also gave tho producer a little more tine on which to 


concentrate on casting and location-finding. 


Boing both director and producer on the film, and having already been 
heavily involved in the writing and preparation of tho script, the 
producer's workload had nevertheless increased rapidly as the shooting 
date approached. Since this load could only increase further during 
tho choot itself, ono of the carliest people to be recruited was an 
associate producers This position is more usually found within a 


feature unit, but as the producer explained, his own dual role required 
the addition of an associate producer to the core unit: 


Normally I would be worrying about the filming, the 
scheduling and the orpaniration at the nane ting 
(as producer/director), but this ting I want to 
concentrate on the action itself during the shoot, 
so I think ny main concern at this point is to 
start delerating recponsibility. 


Tho cameraman had been contacted as a result of a2 recommandation by the 
department head, and on the basis of a mtual acceptance of hic 


reputation within an occupational milieu, but the appointnent of an 


associate producer was made through direct Personal contact by the 
Producere Tho former described how this cane about; 


Strictly speaking, I haven't had a 

experience, but I've beon in the fila bo eotevtoton 
19623 starting in the ln: 

cutting room, and then out on th 
or second assistant, Gainly in ¢ 


and had worked with one of ( nature, 
who recomended te to hin, Sigel can as best frionde, 
a ae rear aust before Christmas that ho Was able ¢ 

x : I've pot a ¢ ondin ) 
to work on it?! an 
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Tho fact that tho Associate producer was more experienced in feature 
production than television was significant, since tho producer wanted 
to choot the prosrame ‘like a nini-feature’, and both men had 
originally seen the job as being the cquivalent of a first ansistant 


director for a feature? 


Financially, the programme was not as pood for me 

as working in features, and Bradford at the tine 

made my hair crawl, but I was attracted by the 

idea of being first acsistant; I was very interested 
in working with (this) lighting cameraman, for example, 
since as a first assistant you stay on the floor oll 
the tince You act as a pivot aroun! which everything 
else circulates in terms of supply and demnd. 


In the event, the associate producer's job was to change quite 
cipnificantly: 


When the producer first described it to me, he was 
thinking very nuch in terns of taking a onall documentary 
crew off to make a reconstruction of this woman's life, 
but it gradually becane apparent that it was a mich 
bigger beanbage I don't think the reality of the 
potential cine of the crew was apparent at the time, and 
ny job oventually became administrative; being in the 
offico the whole time = the opposite of being on the 
floor =~ or setting up locations, doing the financial 


deals, facility feos, linising with the hotel. It's 
liaising with the London office as far as artists and 


contracts are concerneds; being a back-up to the floor 
manager and integrating movenents during the day fron 
the hotel whilst the unit is out comowheres 
The core production toan contimied to be built up through a syaten of 
perponal contacts; tho head of department, for example, recosmended 
& freelance PeA. who could further relieve the preducer of the 
cdninistrative loading, and she was to take over many of the 'first 


assistant’ functions on the choot itself. The ACTT requires there to 


be at leant two people each on camera and cound, an woll as two production 
staff during filming, and these meabers of the unit vere hired through 


the independont production company with which the caneranan was 
asoociated, AKA. 
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The Camera and sound crew were very much an integrated team. The 
ackistant comcraman had worked through AKA for about ten years, and 

had worked consistently with the cameraman hinself for some five years? 
twhen he's worked, then I've worked’. Again, he had started out ina 
film laboratory in order to obtain the essential union ticket, and 

had begun his main carecr as a clapper~loader on tho puppet cories 
THUNDERBIRDS before becoming a freolance concentrating chiefly upon 
television documentaries. His contact with DIMMY cane only indirectly 
through ATV, since the cameraman had telephoned hin from Hons-ong to ank 
if he was available. AKA actually have a permanent reservoir of oditors, 
cameranen and soundnen who customarily work together even though contracts 
may in the first instance be negotinted acparately. The coundman thus 
heard that tho job was coming up through a direct contact with the 
production office at Portman Square (and an inadvertant necting with the 
head of department) but most of his negotiations were carried out with 
the caneraman after his roturn from the Far East. All of the people in 
this core unit agreed upon tho importance of working as a team with 
people thoy know well. ‘The sound-recordist, for example, mid: 


I just find it more comfortable. It helps if people 
are of like minds, especinlly if it in goins to be 
a long and difficult choot. I like the idea of tho 
old Berlinor Insonble, where a group of people work 
together for a long time, otherwise you spond the 
first two weeks of a now shoot just getting to Imow 
people and trying to integrate yourselves as a working 

‘ unit. If you already know overyone's potentials ant 
their strengths and wealnescea, then tho instant you 
hit a location you have already gone through all that 
business of who is good at what, you've already worked 
out a form and a style; the logistics of working. 
All I Imew when wo started was that it was going to bo a 
dramatised documentary with a young diractor who I'd not 
hoard of boforee But the most inportant thing for me 
was that Chria was poing to be shooting it, that 
Jimy was going to be his assistant, and that 1 could 
have on assistant of my own choosing, This meant that 
thore was going to be a very ticht band of the four 
of us, co if everyone else vas lousy, at least the four 
of us vould Imow vhat we were doing, 
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With the exception of the casting director, all menbers of the core 
production unit wore freelance, and shared with the producer a background 
in documentary. In fact, the basic unit at this stage was tho equivalent 
of a docuzentary unit, and very much like the kind of crow which the 
producer would have been used to working with on his previous filns. 

As the associate producer had mentioned, the original plan had been ‘o 
restrict the production unit toe a minimm, thich at a pinch cowld have 
onounted to about ten Sessile 


It could poseibly have been done with the AKA people (1.0. 
coneraman, aosiotant cameraman, coundman and boomopcrator), 
a freelance art director, one props man, one spark from a 
company like GBS (ise. a lighting technician from a freelance 


film lighting company), myself on the floor, a PA and tho 
iirector/producer 


There would have beon several, odvantages in having such e. pinieies CrOWe 
Firstly tho budget could have beon restricted to the original ficurw of” 
about £50,000 by reducing tho eosts associated with accommodating a lorre 
crew avay on location, secondly the producer wanted to shoot the filn as 
a ‘lowprofile operation’ where a large crew could possibly have had a 
disruptive influonce in-scnaitive locations, and thirdly the producer was 
used to working with maall crovs in decunentarics and comierctals where 


creative control was at a maxim, 


DUI was not, howover, to be a straight docutentory, As a drana- 

docuzentary it had the additional requirements indicated in the script 
of special make-up, wardrobe facilities, special effects and tho like, 
which started to indicate in turn the need for more extensive crowing 


arrangencntse 
Extendins the production unit 


Tha question of miking cone or all of the programme in a studio hat nover 
arisen, partly because of its documentary component, partly because of 
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the producer's own background in the filn, and partly because of the 
prohibitive expense of building studio sets for cuch a production. ‘The 
arcment for using the specialict acills of a freclance core unit had 
alco been broadly accepted given the prestige and value which could then 
accrue to the production and its overall euccess as a film. But within 
ATV dtsolf, and within the independent companies in general, there is 

a constant tension over the use of freelance as apainst staff personnel, 
and over tho use of film as against video. For one thing, television 
companies are primarily equipped for studio production, both in terms 
cf massive capital investnont in the studios thenselvea, and in terns 
of staffing, which is also a reason for contracting out certain types 
6f film work to people like AKA, or for cotting up specialised 
cubsidiaries liko Thames’ Euston Filns. 


In view of the history of the craft unions involved within the cospanies, 
the use of freelancers compounds their problen of trying to maintain | 
traditional manning levels within nonestudio preductions in which 


ranningwlevels are already customarily reduced. So the fact that DUMMY, 


as a nonestudio production, novertheless required the additional talents 
of people who were more usually associated with studio productions, was 
not seen by the unions as a case for setting tho precedent of comopting 
additional freelancers onto the crew. Thoy argued that studio personnel 
chould be used, and correlatively, that studio manning rerulations should 
then applye This meant, for example, that if costumes wore required, 
then there would have to be not only a Wardrobo cupervicor, but 

poscibly an ancistant and certainly a dresser for either sex. Sinilarly, 
if props were needed, thon thero would have to be enough people to handle 
large iteas such as settoes or TV sets, plus a props buyer to acquire 


those propse 
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Huch of tha period after Christmas, and before the start of the choot 
was then taken up with negotiating an agreement on manning levels, 
with the issue being in ita simplest terns that of obtaining the 


minisus crew possible for the producer, and the maximum possible for 
tho unions. 


Significantly, the interests of the producer-as-creativeeartist and the 
interests of the exccutive adainictration were linked at this point, 

tho forner striving to retain control of his production unit by choosing 
its mecbers, and the latter moving towards a posoible change in cysten 
operation. In the event there was a good deal of discussion over the 
issues involved, and canctions used,- which resulted in the acquiring of 
a production unit somowhat larger than had been intended by the producer. 


From the producer's point of view, tho process of recruiting crew in 
addition to the core unit was a matter of adhering to organisational 
constraint rather than the perceived requifeaents of the proprame itcelf. 
The eventual size of the uit being about three tines larger thon that 
originally conceived, olthoush according to some menbers of the Cre, 

cone three tines cmaller than it ought to have been. €hilo the mimber 

of people who were becoming involved in the production was an important 
factor in the transition fron the perticularistic, individual nature of 
the programe idea to the nore extensive, social centext of the programets 
production, the crore pertinent problem fer tho film was that of the 
relationships operating within the mit. 


Freelance aml staff 


4a Elliott (1972: 134) points out, ‘the development of freelancing is 
itself an important structural reason for the euphasis placed upon 
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porsonal contacts and rolaticnships within the occupational nilieu of 
television’, so the occupational position of, for example, the caneranan 
provided status qualifications which were independent of an internal 
orcanimtional hierarchy, and which required the producer's personal 
knowledge of his track record, competence and availability in order for 
hin to be selected. The operation of personal judgement, contact and 
responsibility which had characterised most of the producer's negotiations 
up to and including the recruitneat of the core unit therefore cano 
into conflict with tho more routinised structure of internal staffing 
procedurese Hora the attempt which the producer wished to make to got 
everyons as involved as he wos in order to generate 'the maxis 
creative comion conse’ vould become more difficult in proportion to tho 
muber of people involved, and in proportion to the routinisation and 
flexibility with which people were used to working. The working 
practices of the studio personnel, for example, can be seen az boing 
far more routiniced than thoso of the freelance personnel. Studio people 
are generally engaged in the performance of formally cpecified tacks | 
within an organisation, through which they are rostered onto many different 
" programmes; often for chort periods and sonetines with only a minimal 
involvement with the programe aca wholee The freelancers, on the 
other hand, frequently worl on tho sane project for long periods and, by 
definition, for soveral different organimtions. They often negotiate 
their own conditions and feen, and live or die by their reputations. 

Ag tho cameraman remarked, 'The very nature of boing a freelance moans 
that you have to be on the ball. You cannot livo in this kind of market 


££you're no good.’ 


Neithor the camereman nor myself are implying that staff personnel are 
anything less than 'on tho ball’, but simply that the freelancer! 
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structural situation requires hin to be no for any particular project. 
Ifo freolance is sacked from a production, as the cameraman adnits he 
once wan, finding another job micht prove to be very difficult indeed, 
whereas a nenber of staff can be transferred to another project within 
the organisation without any immediate or necesmry loss of incomes 


A freelance crew can be sald to have a vested interest in any film on 
which thoy are working to an essentially different degree from a staff 
crow in viev of these observations, and they will also therefore choose 
to vork on films which appear to have the potential of enhancing their 
professional portfolios where sufficient work ic available. In short, 
freclancers tend to orient theasolves through their mobility ond clite 
compatitiveness to the organic systena operating within individual 
productions, and staff personnel tend to work within relatively fixed, 
nechanistic systems operating across ceveral different productions. ‘The 
nodel is naturally less than exhaustive, but can bo {Llustrated by soma 
ctatecents made by different people vorking on DUMTIY: 


Up to a point we have a freedom of choice in what we do, 
although I think this is changing now = tho amount of work 
woe are cotting from television in going down because staff 
poople say that work shouldn't go out to freelancers. ‘The 
main difference is that ve can speciilico much more. You 
havo to do the other stuff of course, just to be able to 
live, tut it doos moan that you can work with cortain 
pooplee Ore of the criticios about staff people is that 
they tend to cet moved around different productions 
without very much consideration for the sort of people 
they might like to work with, or for the sort of things 
they do beat, it depends upon what's on next. It's very 
easy to say that bocause you are a freelance then you are 
obviously going to bo very much more involved in the 
production. That's a very elitist way of locking at it, 
and it's not strictly true since thore are some very cood 
ataff people around, but you do actually find that free~ 
lancers tend to be very such more involved in productions 
because thoy havo to bee If you don't cot involved then 
people don't ad: for youe 


(Freelance Assistant Cancranan) 


Duration-wise, this is the longest job wo've ever been 
involved in, and it's all in ono hit. That's odd in 
itself. I wouldn't like to do it too often, when this 
ends I hope I won't. be involved in a similar thing for 

a long tine. It's partly to do with boing away fron 
home, partly I want to got back into a pattern of work 
again like we've done in the past on the MUPPET SHOW and 
CEDAR TREES. Actually this is completely foreign to 

what we normally de. On this job we cut cornors like 
nade In the studio we are bound by rules and regulations; 
safety things and other rules, but here we are reully 
like free agents, you know, Jackeofeall-Tradase we have 
to roly on the help of other people to perhaps get materials 
out in a hurry, whereas in the studio proper peoplo are 
rendily available if you need them. It's all different, 
even gotting (electrical) supply. It's OK in the studio, 
but here we've got someone's house which is adequate for 
a few houschold lights, or tha odd hoover, and we're 
trying to pull, say, cight kilowatts of light. You've 
got probloise ; 


(Staff Lighting Caffer) 


Freelance companies like AKA used to do about 90% of 

tho best work simply because they had the best technicians. 
Thon you could count tho number of good cameraricn on one 
hone Now there are dozens, but it's organisations like 
Alan King's that are responsible, because they broke dow 
the croative barricrs. This isn't to say staff people 
veren't potentially good, it was just tho attitude to tho 
way we worked was different in freelance companies. ke 
wore encouraged to be part of tho creative process, to 
participate in tho creation of films, and wo responded to 
that. Unfortunately, oxcept for ATV, companios only 
occasionally encace freolances now. 


I wont into (LUJSY) with come trepidation whon I was: told 
that wo were coing to have Elstroeo staff; I'n freelanco 
mycolf and havo always worked with freelance people. But 
in fact I was just staggered, because they were very good 
and worked well. Obviously there were problens - probleas 
of comordination = filming is very different fron video 
and the demands are much createre People rot very tired 
because, to be fair to then, thoy are not used to working 
those lens hours as we do, but they were extraordinarily 
resilient. I thoucht it would be a nightmare. 


(Freelance Lighting Caneraman) 


I think ATV has only just started doing these dram- 
documentaries. I'va mostly done light entertainnent staff, 
that's what I started off doing, things like the Tai JONSS 
SHOW, big american opectaculars and things like that. 
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I've always been mostly interested in costume design, 

I mean historical costwie desifn, period costunes 
that's my favourite, the thing I like doing beat, but 
you don't often have the opportunity to do it. Rost 
of the timo you are just put on comathing; for (DUMY) 
I was just told by ny hoad of department that I was to 
do the wardrobe, I wasn't asked, I was told, and I 
think I felt in utter despair at the time. It's so 
different being out here (on lecation) you cee, with 
the main problem being so many people whose measurements 
you haven't had a chance to take. The director likes 
to choose things and if you haven't got an alternative, 
well, it's hard cheese really, if you were back in the 
studios you could juat nip up to the stockroom and find 
something elce. we haven't had the time here; the 
nicht before I hope wo have prepared most things, but 
it always seeas to end up as a mad scranble. 


(Staff Wardrobe Supervisor) 


Crewing on DUMMY was not, then, simply complicated by the number of people 
involved, it was complicated by differing eects of attitudes, working 
practices and experiences which, in the producer's view, were in conflict 
with the programe itself: 


In the final analysin, using both staff and freelance 
people worked, in the fifth week (of the choot) everyone 
was working together renlly well. But at the beginning 

of the film we had to spend a lot of time getting’ to 

know eath othor, and it didn't work. I still think the 
film should come before internal agreements to choose his 
own uit. If you don't choose your ow unit you might find 
that you have people working with you who are not totally 
in sympathy with what you are trying to do, or who are 

not faniliar with the areas in which you are working. 

This might be for professional or personal rearons, but 
it.affects tha film. If you-are working for a television 
company, thoy will give you the personnel who are available, 
and sone of then were excellent, but when it cones dowm 

to the film it doesn't matter how nice they are, or how 
hard they work, if they don't give anything extra to tho 
‘fila then it loses out. I think we spent too much tine 
accommodating cach other, which you wouldn't need to do 


with a picked crew; and too much tine trying to accermodate 
the rules ond recguintions. 


Tho conflict which underpinned. the problems of manning tho production unit, 
formulated by the producor in terna of the filn itself, can be seon as 


the first real disjuncture experienced in the course of production between 
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the demands of art and the demnds of comserce. The producer had 
already had to eaploy a number of complex adaptive strategies in 

order to steer the programme idoa through an intended corridor and 
between the horns of a cultural dilemma. That is to cay, ho had to 
negotiate between creativity and constraint on levels ranging fron tho 
concidecration of his own employment and career, through the moral 
ambiguities which curfaced during research to the access to resources 
provided by tho production company and ‘external’ agencies euch as the 
Home Office and the [lisS. At the end of these negotiations the cubject 
remained, however, within the control of the producer. Indeed, tho 
provision of a rigid time-clot or the refusal of permission to film in 
certain buildings can be scen, not as constraints, but as positive aids 
- to the creative process. Working to know tine-linits can-often provide 
. the discipline necessary for working out the values of 'pace', 'rhytha! : 
and ‘balance! in o prograrc, and. the withholding of a location can lead 


to the adoption of inventive alternatives like 'shooting in the bag' with 


a concealed conera.e 


' The ability to adapt to varying situations whilst retaining control of 
thea is part of tho professional ethic of broadcasters, both as croative 
artists and as menbera of a professional group. But since creativity 
io itself a form of dominance, the retention of the autonouy to exercise 
that dominance 4s considered to be an essential prerequisite by many 
filu-mokerse This is particularly true of those filmenakers identified 
by Cantor (1971) as 'writer-producors', and even more true of DUIY's 


primm movere who was effectively to bo writer, producer and director. 
As an extension of the individualim of other creativo artists, the 


‘writereproducer' secks to expand his creative space by controlling that 
of others. One way in which this can be achieved within the production 
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unit is to surround onesclf with menbers of an ‘inner circle’ or other 
profopsionals with shared understandings, values and experience, and 

even a shared or eliptical lanpuore throuzh which a unified concept can 

be maintained. Hence the process of filming, as Ingzar Bergman has 
 yenarked, needs to be "Like creating a little universe of your own' in 
which ony rift or disjuncture can have the potential of damaging the 
escential identity of tho artist with his art. The aim of DUNY's producer 
to create 'the maximm creative cocmon sense! within the unit can thus 

be seen as a stratecy through which the dilemma of the creative artist 

in an organisational setting could be resolved by breaking through 


structural constraint to create a unitary space equivalent to that 
occupied by an individual. 


The allocation of a studio crew had, however, potentially dissipated the 
control which the producor could wield by foreclosing his range of options; 


by extracting the ‘demands of commerce! from tho 'domands of art!. Berguan 


has emphasised his previous point by saying that his concentration 

whilot making a fila was like having a virus, which 'nust infect everyone 
elso on the unit!, tho essential problem in manning DUMMY being that 
peoplo vould be differentially immme to that virus, vaccinated, 80 to 
speak, by a structural determination of practice and experience if the 
personal, choice of the production tean was taken out of the producer's 
hands. Another factor to be considered in the equation was, for instance, 
the fact that the hand-picked core unit had a solid grounding in 
documentary, Whereas the members of the studio unit were generally dram 
from backgrounds in drama or lipht entertainnent. From this perspective 
the ad hoc nature of ‘shooting on the runt, filming in real locationn and 
negotiating with the general public could only cowpound the difficulties 
from the studio crew's point of view. This would be particularly true of 
concone like a designer, for oxample, who would normally conceive and design 
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a set and its props fron cecratch, working closely with the director 

in order to match hic designs to the characters and overall 'fecl’ of 
the production. In this case, the designer felt that DUSUY was a wholly 
new departure for his department, and he felt a strong cence of anomie 
throughout. ‘'fverthing,' he explained, ‘ia based upon facta which tho 
producer has unearthed, you cee, co there is no room for inarinative 
characterisation in terns of cither people or desime' 


In tho event, tho marriace of studio and freelance personnel within the 
unit was generally agreed to have worked out more successfully than had 
been feared. One of the reasons for this being the physical change of 
environment which the atudio crew experianced through being out on 
location in Bradford. Living and working together twenty-four hours a 
day in a difforent context wasviewed by come of the studio unit ac a 
novel and oxciting experience, with several people forming lasting 
friendships with ‘civilians’ in the city. Cne of the side effects of 
having a mixture, however, was potentially that of alienation on an 
individual level (which chows through in cone of the preceding 
quotations) and one of tho fears vas that this fooling could also thea 
spread through to the structually independent core unit, and drive the 


level of paranoia beyond that which can be seen ag occupationally normal 
for a flln unit. 
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Casting the actors and actresses 


Qne of the surest ways in which a director can deflect his audience's 
attention from the narrative of a drama is to miscast his actors. The 
more naturalistic the form, the greater is the danger of failing to 
provide the illusion of reality through an audience's ‘willing suspension: 
of diebelief' if the actore neither look nor feel ‘right’. Casting the 
tright’ people was therefore an absolutely crucial stage in making DUMMY, 
and also one of the least accessible to analyais since the final choice 
was often a matter of almost pure intuition on the producer's behalf, 


The choice of actors and actresses nevertheless involved a series of 
decisions which would lead up to a point where a subjective preference 
could operate, and one of the chief functions of the casting department 
was to provide that choice. Fortunately for directors (and unfortunately 
for actors) the acting profession is traditionally underemployed, so the 
casting director can act as a broker between directors, actors and their 
agents in drawing up lists of ‘possibles' for each part in a production. 
A casting director can draw on several different sources in making these 
lists; there is a casting directory called SPOTLIGHT which is divided 
into sections for Male, Female and juvenile actors and actresses which is 
continually updated with photographs, details of height, age, special 
ekills and general career history, and this can be used for making an 
initial selection of facial types, rather like sifting through ‘mnug- 
shots’ in a police file. SPOTLIGHT is only intended to be a guide, ora 
source of contacts, however; casting directors will inevitably have their 
own lists of actors and actresses culled from frequent visits to the 
theatre and even drema schools, and, of course, from watching a great 
deal of television. Actora, like freelance directors, also have to 
indulge in a good deal of hustling, such that any forthcoming performance 
* which the actor considers to be a worthy ghowcase’forchis*talents Wil): be: 
accompanied-by:a:barrage of letters to prospective exployers, asking then 
to watch or attend that progreme or play. 
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A casting director will therefore have access to mmdreds of actors and 
actresses which, in the ordinary course of events, the individual director 
will not, so DUMMY's producer was able to rely upon ATV's Head of casting 
to deal with the initial selection of the cast and to provide him with a 
shortlist of people to interview, 


Such a shortlist could actually be quite extensive, and could easily 
include several hundred people for a production like DUMMY in which at 
least thirty-eight people were specified in the original acript. The 
script also mentioned an unspecified number of ‘Pub customers, Children 
at deaf school, passers-by, pakistanis, etc.’ and after a number of script 
revisions the eventual cast, excepting people in pubs and passere-by, 
ammounted to seventy-three. Apart from finding suitable candidates for 
all these parts, it was also the casting department's job to negotiate 
contrects, production and rehearsal fees and overtime rates with the 
actors or their agents plus day-to-day expenses in accordance with going 
rates and the overall budget of the production. Thus actors would be 
hired according to agreements with their union EQUITY over the type of 
Tole they were to play as well as the length of time they were to be 
involved in the production. Minimum rates would be negotiated for 
‘Walkon ones’ (actors performing ‘individually in medium shot, or more 
closely, a especial function peculiar only to the trade or calling that his 
character is supposed to represent, ege a bus conductor collecting fares 
on 8 buseses') or for ‘walkon twos! (who perform the functions of walkon 
ones in addition to being required 'to speak a very few unimportant 
words"). ‘Extcad' are also epecifically defined as perfomers who are 
‘not required to give individual characterisation nor to speak any word 
or line of dialogue except that crowd noises shall not be deemed to be 
dialogue in this context’, and all these functions had to be defined in 
addition to those of the main cast who alight negotiate individual 


agreesents based upon their atanding and experience in the profession, 
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Casting the artists for the main roles was to be a crucial task for the 
producer, and this was to be particularly true of the ‘title role’ of 
DUMMY, for which an actress had to be found to play the part of a deaf 
girl who could carry all the difficulties and responsibility involved. 


Coating Sandra 


The producer had at one time considered the posnibility of using a deaf 
actress to play the part of Sandra, but he had been unable to find 
someone who could also fit the bill in other respects. There had also 
been a suggestion that the real Sandra could be persuaded to play herself; 
perhaps not all the way through the film, but posaibly at the end, in a 


acene showing her coming out of prisone This was rejected on dramatic 


grounds, mince it was felt that it would only confuse an audience (in the 
seme way that dramatisations like KING ~ about Martin luther King, or 
SPEND, SPEND, SPEND, studiously avoid the use of real newsreel film of 
people involved, ) but it was also rejected on humanitarian grounds, since 
the real Sandra ‘didn't need the notoriety’. 


Finding a suitable actress was complicated by a nusber of specific 
requirenents 3 


1. She would have to be relatively unknown, at least in terms of previous 
television appearances, since casting a known actress would tend to destroy 
the feeling of authenticity required. (You can get away with casting a 
very well known actress like Judi Dench in a true story like ON GIANT'S 


SHOULDERS because she is only rarely on television, being chiefly a 
theatre actress). 


2 Despite being ‘unknown’ ahe would nevertheless have to be a superlat- 


ive actress given the requirements of the script and the central 
difficulty of portraying deafness. 

3e Ghe would need to have some of the physical qualities of the original, 
es the producer said, ‘a certain sexual quality and a physical confidence® 
and a broad resemblance to the original would also help the actress and 
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the director to visualise the part since both would spend some time with 
the real girl. 

4. She would need to be able to play the part over a time-scales from at 
least the age of about mid-teens up to late twenties. 

5. She would need to be prepared to play a number of physically 

demanding scenes, such as winning a swimming gala and handling difficult 
sexual and violent episodes. 

6. She would need to be available over several months to include research, 
rehearsals and the whole of the shoot itself. 

One requirement which the actress did not need to fulfill, which the 
other artiste did, wan to have a passable Yorkshire accent, The script 
contained lines of dialogue for Sandra, but these were to be used as a 
guide for the almost incoherent speech-sounds that she would have to make, 
through which an accent would be barely audible. 


Since the central role was of auch vital importance to the film as a 
whole, the producer had been looking out for a suitable actress from very 
early stages; from about June of 1976 he had considered actresses who 
looked the part, or who seetied to be able to cope with the special 
demands of the role, but had not found anyone with a combination of these 
attributes by the time the ecript had been completed in November. Mean- 
while, a young theatre actress, had been writing to several casting 
departments asking people to watch her first television part in an 

episode of THE SWEENEY called ‘The psy-off* in which she played a gambling 
croupier, One of the casting departments she had written to was ATV's, 
end DUMMY 's producer had also caught that epleode of THE SWEENEY himself, 
and recognised in the actress some of the physical attributes he was 
looking for. He contacted the department straight away, and the actress 
explained what happened next: 


ATV rang me and said could I get down there as quickly as possible 
about a lead in a drama-documentary. They came straight to me, not 
to my agent, and I was quite excited since it was so soon after THE 
SWEENEY. I did'nt really ask what it was about at the tize, as I 
presumed that since they had just seen THE SWEENEY it would be 
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something to do with croupierse I saw the producer that same ; oe 

day, and he seemed to be very keene He told me the story, showed 

me lots of photographs (of Sandra) and my excitement grew, thinking 

that this was the next thing that I wanted to do career-wise. 
4s far as the producer was concerned, the actress confirmed his initial 
impression that she might well be suitable. She possessed the physical 
confidence and attractiveness necessary for the part without being too 
glemourous, and whilst comparatively young, at twenty-six, was a firat- 
rate professional actress, She had trained at the Drama Centre, Chalk Farm, 
from 1969 to 1972 where she gained experience in method acting, and had 
then spent three and a half years in rep, gaining her EQUITY card during 
a schools theatre tour with the Theatre Centres ‘Eighteer. soundeig weeks 
four shows a day starting at six in the morning for six months’. This was 
followed by a year and a half at the Gateway theatre in Chester, and a 
season at the Northcott in Exeter plus a spell of ‘pure purgatory!’ at the 
Belgrave in Coventry before returning to London in December 1975. In 
london the actress understudied Jane Asher for four months at the Royal 
Court in TREATS, and made four student films for students at the NFS and 
the Royal College before being offered the SWEENEY part. At the same time 
she was in an Edward Bond play at the Almost Free theatre, and was committed 
to playing in the Black Arts Festival in another play called SWEET TALK in 
Lagos during Jenuary 1977. 


The producer was kimself committed to a filming contract in America over 
Christmas, and a final decision over casting the actress was not taken 
until the first week of January, by which time she was aleo up for a 
prospect to play Ophelia. ATV's Head of Casting had agreed, hovever, that 
the actress was right, and the producer took her out to lunch « ‘we were 
talking about politics or something, and then he suddenly said that I 
could have its gave me a script, and we started negotiating, ¢ 


The actress read the script, regarding it with some reservation because of 
the sparse way in which a televicion (as opposed to a stage) play is 
written, and because of the content, which required her to do sone extremely... : 


ra 
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difficult and technically demanding acting. Her biggest fear, however, was 

typecasting$ 
So far I have avoided it, having done mostly theatre. It is much 
more easy in the theatre to play an old lady one week, and a little 
girl the next. In television you do tend to be seen doing a barnaid 
well, and they ssy ‘we haven't got time to worry whether you can do 
something else, so you can do a barmaid again’. It's not the actor's 
fault that you keep seeing them doing the seme things. Derek Jacobi 
did THE IDIOT, so when it come to casting I CLAUDIUS, they knew he 
could do ite From my part in THE SWEENEY I think (the producer) 
thought that I was very working-class, which I'm not, I think he got 
quite a surprise when he met me, but the fact that he is taking a 
risk with me is great. Most directors, having met me, would have said 


that I wasn't right at all, and would have gone for someone who had 
teen brought up in the aresae 


While the ability to play a working-class Yorkshire girl depends upon more 
factors then simply having the appropriate accent, the fact that the 
actress was not a north-country girl was, as I mentioned, not so important 
in this casee One review of the programme, commenting upon an award which 
the actress was to receive afterwards in fact asked ‘What will she win when 
she speaks's Had the reviewer spoken to the actress, she would have 
revealed the well-modulated speech of a Doctor's daughter from Haidenhead. 
Furthermore, in the special case of the central character, the producer 

had felt that using an actress who was personally remote from the real 
Sandra's environment could be a definite advantage, since the actress would 
then have more opportunity to stand back and observe the aituation, and deal 
with the epecial problems involved in her own timee A good deal of acting 
ia in reacting; to the text, the other actors, the people on the set, and 
one's emotions and feelings (and, on the stage, to the audience). If this 
is linked to the particular case of playing Sandra, where most of the 
scenes involve things being done to her, then the actress’ tab becomes 


even more reactive, cuch that the ebility to chjectively observe how the 
real Sandra would react becomes very important. 


A potential disadvantage in casting the actress, however, was her lack of 
experience of film. Apart from some work with student's films, she had 
only had the limited experience of working on THE SWEENEY, which was itne)¢ 


a typical, since the crew on that programme had been working together for 
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about four years, and knowing the ins and outa of the programme backwards, 
could give their maximum attention to the artists. Having worked mainly in 
live theatre, the actress also felt that she would miss having an audience 
with which to guage herself or her performance, and was later to make the 
important point that acting in a fils ids essentially discontinuous: 


When the cameraman or the director are setting up a shot they 
have the whole scene in mind, but they are seeing it as a shot. 
I kmow now that when we do a scene we are only going to use a 
third of it 4f we are lucky, and they are picking shots from it. 
But as far as we are concerned as actors it is a scene. When 
you act a scene it's very difficult to act it as shots. That's 
my major difficulty, I don't think I'm technically accomplished 
enough to cope with film: I can!t turn on instantly the sort of 
things I'm being asked to doe At the funeral, for example, the 
director said 'Go over to the grave and get into it’ - I mean 
the part, not the grave, so I went over and the guy started 
reading the service, and there were flowers and messages from 
relatives, and I knew there wouldn't be ony problem if he wanted 
an emotional reaction, so I sot on with it, and then suddenly it 
was 'Cutd', "Let's get the long-shot now’ and by the time wo got 
back to the closeup again I just had to say ‘Sorry, it's gone’. 


In the event, the actress'doubte were generally agreed to have been 
unfounded, after the film had been completed I asked the producer if there 
had been any part of the process which had exceeded his expectations, and he 
said, 


I would say that there is one thing which has continually come 
across like that, and that's Geraldine. She was totally the 


charecter; she never stopped acting, even where you are only 


seeing the back of her there is still a little something extra 
coming throughe 


At twenty-six, the extreme lower age-limit which the actress could play was 
mid ~ to late teens, so the producer had already decided to use a number of 
different girls to play Sandra from babyhood up to that age, with the main 
actress taking the role from that point up to almost present-day into Sandra! 
Sandra's late twenties. Three other girls therefore had to be cast, that 
number being chosen with respect to the ecript’s structure, giving three 
transitions in all. 


Casting juveniles is more of a problem than casting mature artists, simply 


because there is less of a choice, but casting juveniles who could 


Geraldine James as Sandra ( with make-up scabs ) 
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convincingly carry off the parts of deaf children would be almost 
impossible. The producer therefore decided to look for three children who 
were not professional actresses, but who were really deaf, and he found 
then from among the children at the special school which the real Sancra 
had attended in Bradford. The Children for whom he was looking would need 
to have a reasonable similarity with each other and to the main actress, 
and the producer would also need to generate a special relationship with 
thea in order to be able to direct them, both as non-actors and as deaf 
children with whom communication would be doubly difficult given the 
atrange (to thea) circumatences of filming. He consequently epent a good 
deal of time at the school, gaining the rewarding and instructive 
experience of talking ~ or trying to talk ~ to different children. 


Pernuission had to be obtained from parents as well as from the achool, 


plus a dispensation from EQUITY, but eventually three children were cast 
with the ages of two, six and thirteen. 


Casting the smaller roles 


fgain, for the purposes of retaining on outhentic feel to the film, the 


producer wanted to cast people for the remaining roles who were all 


relatively unimowne ds such, they were also less likely to command largo 


fees, which was an important consideration when taking on a cast of noro 
than seventy people. Similarly, the correct accent was now an important 
factor to look for in prospective artists, and the producer wanted to cast 
as many people as he could locally, which would also save on the costae of 


paying expenses for actors to travel up from london or elsewhere. 7 


It was 
in the casting of the emaller roles that the casting department really 
come into its own. Using the resources of SPOTLIGHT, and a wide range of 

| contacts with artists, egents and specialist agencies such as ATS in Leeds, © 
the Head of casting drew up lists of ‘possibles’, often making the initial 
selection on the basis of artists having ‘good faces’. In‘ fact the 


immediate visual impresaion vhich an artist can make becomes almost more 
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critical in inverse proportion to the length of time he or she is on the 
screen, cince the audience will then have that much less time in which to 
draw connotations from other sources. Hence it was important, for cxample, 
to cast an actor to play the "Shabby man’ who could really look the part 
given the short space of time that he would be in shot, and the first 
impression would then need to carry sufficient information about the 
character without going es far ag to create a charecature. 


One of the rost important aspects of acting in this respect is that it 
has very little to do with immitation, or as the writer said ‘We are not 
in the Mike Yarwood business's Much of the process of casting is 
concerned with judging how an actor can intuitively ‘take the role of the 
other’ as George Herbert Mead has eaid in another context, such that 

the technical ability to perform in front of an audience or to camera is 


more or less assumed, or backed up by the Casting director's prior 
knowledge of the artist's curriculum vitae. ‘The director is then 


pricarily looking for particular qualities which the artists can bring 

to the part in questions qualities which might well be independent of the 
fact that he or she is a competent actor. Thus the actor who played 
Sandra's husband, for inetance, was cast not only because he was a skilled 
and competent artist, but for certain qualities which the director was 


locking for as a character. ‘It was hia eyes,! the director explained 


afterwards, ‘He just looked as if he could be a bastard. * 


Several of the artists who eventually obtained parts were originally put 
forward for quite different parts in the film. The actress, who pleyed 
tha Mother had, for example, originally been suggested for playing 
Sandra's sister, end the actor playing the Neat Man in the motel had 
originally wanted to pley Basher; Sandra's father. Both were chosen for 
the different parts, and for different ressons. ‘The Neat man' was a 
particularly experienced actor, and was felt to be able to handle the 
trencition from normality to clmost psychopathic violence in the Hotel 


scene, and in view of that violence, someone with considerable — 
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professional technique would be needed to ensure that the main actress was 
not actually hurt in the process. 


‘Mother’, on the other hand, could not have played the sister in her 
teens, as was required in the script, but was given the more important 
part becmse it was felt that she could physically handle the change 
between about twenty-five years old through to about fifty. Om top of 
this, the director was lcoking for a special humane quality which the 
'Hother* would have to show in contrast to the bullying, frustrated father 
end as another actress explained, ‘She has this kind of innocence about 


her as the mother of this deaf baby, and you naturally think "poor thing! 
- why did this have to happen to her?* 


'Hother'* was one of the few artists in the film who were required to havo 
ao Yorkshire accent for whom it wan not her natural way of speaking, and 
ogein, she was primarily a stage actress rather than a television or film 


performer. She described the process of casting as follows: 


First of all, the casting department saw me as the sister, end 
contacted me, not the agent, having seen my photograph in 

, Spotlight. I was just told the basic ideay that it had to be 
authentic, and that it was Yorkshire, so I went down to the BBC 
archives and listened to recordings of Yorkshire housewives for 
six hours a day for three days, and then went out shopping and 
sonon ~ using thie dialect. Then after about four days I went 
up to see the producer and conducted the whole interview in a 
Yorkshire accent. I told him that I'd been seen as the sister, 
and he said 'Oh no, I see you as the mother* ond mentioned 
that they had seen a lot of people for the part, and that mine 
was ‘The first faco that fitted’. Although I think he thought 
that I really was Yorkshire, the main problem was that he hadn't 
seen any of my work, and it wasn't for some time that I 


actually knew that I'd got the part. 
Other artists were better known within the casting department es being 
eble to turn in particular characteriesations without being so well- 
known that they would immediately be identified with other parts. One 
of these wan an actress with whom the producer had worked before in a 
comercial for the OBSERVER newspapers She described herself, tongue~ 
in-cheek, as 'The queen of documentaries’, and had worked consistently in 
television for several years. She was cast to play Sandra's long- 
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Patricia Marks and Liz McKenzie - Sandra's mother 
and Auntie Amie 


ibd4 
suffering aunt - 


I quite often play the same sort of part; working-class women, 
but I do other things too, like the Peter Terson play LOST 
YOUR TONGUE on the stage, and READY WHEN YOU ARE, Mr. McGILL, 
but then I've worked a lot for Kenny Loach and the like. The 
first documentary I was in was CATHY COME HOME, where I played 
the mother of the kids who got burned in the caravan, and I 

was a nurse in FAMILY LIFE, and have just been in a play for 
Yorkshire Television ~ a Ken Barstow play in the COST OF LOVING 
BCrLese 

The producer imew my work before, but I'm not sure whether he 
had always had me in mind for the part. There is a family 
resemblance though, and I was brought up in the low end of 
Newcastle, so I know what it's all about. Then we are going 

to be working with real locations so we've got the atmosphere, 
end let's face it, we are professionals; we are doing what we've 
done beforee In a thing like this it's not what you say, it's 


what you don't say that counts, and I think the fact that I come 
from the north helped a lot. 


Casting some of the younger, and perhaps less experienced artists 
represented more of a risk for the director, and correlatively, more 
research into thelr backgrounds and abilities was required. The actor 
who was to play Sandra's first boyfriend is a case in point, since his 
role was aleo an especially difficult and pivotal feature of the filn. 
This actor had to convincingly carry the part of a young, middle-class 
boy who had a positive and genuine relationship with a handicapped, 
working-class girl, but who subsequently stabs his brother and scars 
Sandra for life. As tho main actress explained: 


We have to get the ‘life line' through the story, we have to make 
this very clear. If you read the script as it stands it is just 

a series of events; 'This happened, and then = my God ~ that 
happened etc’. It's up to the actors to create the life within 
this actions you have to show why things happen, how they happened, 
who the people are that make it happen; what those people are like, 
My job is easier in a way because at least you see (Sandra's) life. 
With the boyfriend its different; he just comes in, nice, middle~ 
class and apparently successful, and then he stabs his brother, 
hurts his girlfriend and slashes his own wrista. If you just do 
that people will baulk, you have to show the sort of person he is 
right from the start; the sort of person who could = belfevably - 
do those thingse Slashing your wrists is an extraordinary thing 
for a nineteen year old to do, so you have to show why he does. 

Is he perhaps a bit manic, is he a repressed psychopath or what? 
All those questions have to be answered and described right from 
the starts; you have to sow the seeds. I mean not to the extent 
that we show him doing karate chops on the bed while nobody is 
looking, but things in the fairground for example ~ the aggression 
in him should show through right from that point. It's the same 
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for the other people too, you've got to be able to say ‘ie looks 

like a bit of a right one’, you've got to be able to show that 

people are capable of doing the things which they eventually do. 
The director would therefore be locking for a youthful actor who could 
sow these seeds of aggression, es well as affection, who could also 
pass puster as a competent musicien (since the boyfrigad was a menber of 
a pop group). Several actors were consequently interviewed for the 
part, and interviewed several times before a decision was reached. The 
successful applicant described his own experiences 


I heard about the part from a personal friend, and then an interview 
was arranged for mo to meet the producer. I had a whole series of 
interviews because in the end the producer was not cure whether to 
give it to me or enother bloke. The problem was that I had to sing, 
and I'm not a musician, whoreas the other guy actually was a singer, 
although I think the producer was worried about his acting. He was 
worried about sacrificing the one for the other, Anyway, I was 
brought up to Bradford to rehearse with the band, still. not knowing 
whether the part was mine, and eventually, after two sessions with 
the band was given the part. I think I was chosen chiefly because 
of my looka ond my attitude, although he also wanted a reasonable 
actors but the producer had also done quite a bit of research on me, 
he had talked to Hike O'liagen who had directed me in’a play, end ~ 
also to another casting director to find out more about mee In the 
end, though, it was probably a matter of instinct on his behalf, 
Apart from having solid background information on actore and access to 
the accumulated experience of the casting department, it would be easy 
to undervalue the part played by ‘instinct’ in casting actors. By the 
nature of the programme the producer was looking for actors who could 
react to circumstances es they happened, (rather than sticking resolutely 
to the script, which in any case provided only the bare bones of the 
action) he was looking for people who would react naturally rather than 
ect imaltatively, or in Loach's terms, people vould ‘live’ rather than 
‘act’. Hence he told actors that he was ‘putting then in a false 
situation in vhich I want you to be real’, and was looking for people 
who could react to what actors call the ‘major stimulus of unrehearsed 
lines, real locations and unexpected eventse Very few of the actors 
were therefore asked to read for the part, with the producer relying more 
upon the ‘look’ and the 'feel' of the people he interviewed. He was, in 


fact, searching for individual's underlying attitudes ond motivations 
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which might determine the way they would react in different 
circumstances as poovle, rather than os professional actors, which can be 
econ as a legacy of the producer's documentary training as well es being 
a result of what was genernlly agreed to be native talent. In point of 
fact, the producer had intended to use as many real local people from 
Bradford as possible, partially in order to obtain tho desired 
authenticity, and pertiolly for reasons of economy. Except in very. .t 
special cases, however, (cuch as the use of the deaf children) the 
actor's union EQUITY would raise objections to this, so the preater bulk 
of the cast was made up of bone-fide artists. 


Most of the exaller parts were therefore cast in Yorkshire during 
February and March of 1977 through the ATS agency at the Leeds City 
Varieties theatre. The Head of casting arranged a series of interviews 
here, and she and the producer travelled up to Bradford several times to 
look at people who could be walkons and extras os well as filling some of 
the more major roles, many of the actors concerned were ‘part-tiners!, 
having ‘normal’ jobs as well os taking on acting assignments whenever they 
cane ups This is a practical necessity in view of the fact that acting 
assignments could easily be months apart, but it was also something which 
the producer particularly admired, and which was considered to bo a 
positive advantage when casting for 'real life’ roles. 


A casting session 


One of the casting sessions vas held in the bar of the Leeds City | 
Varieties theatre on March 10th, attended by the producer and the Head 
of Castinge The bar itself was not in operation at the time, but the - 
room provided comfortable and informal surroundings for the interviews 
to which the Casting director had invited a number of 'possiblea', 
giving them a basic outline of the parts concerned. 


For each interview, the producer himself asked most of the questions, 
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with the Casting director making specific enquiries about eye-colour or 
height, of which details were noted down cn standard casting forms 
togethor with information about the applicant's name, age, address and 
telephone number. Space was also given on these forma for notes about 
tho artist's previous experience in theatre, television and films and 
any personal details which would be useful for the purposes of Make-up 
and Wardrobee The producer also took colour polaroids of each person 
in order to compare these with those of other actors, and with the 
collection of photographs he had accwzulated of the original people. 


Before tho first interviewee was called, the producer and Casting 
director briefly confirmed with each other the three main questions to 
ask, which wero: (a) Were the applicants ‘naturals’ in the sense of 
‘looking euthentic', did they, as tho producer said, “look as if they 
cone from Bradford rathor than the South’, (b) Did thoy have a good 
Broadford or Leeds accent, and (c) Were they happy about playing the 
parts ‘for realt, 


Tha first person to be called in was a hoy of sixteen who was a ‘possible! 
for the part of Sandra's first boyfriend's brother (who would be the 
drumer in the pep group). He was still at cchool, but was in real life 
a drummer for a cnall local group, ond the producer felt that this was an 
obvious advantage, not only because of the musical ability, but because 
the boy could virtually 'ploy himself? in the role. The boy was, howe 
over a little diffident, partly because his agent had come into the bar 
with hin, and the latter was asked to leave. After this, the producer 
laid his cards on the table, explaining that the boy would have to 

becoma involved in a fight, and asked him if he minded ‘touching up a 
Girl', which he didn't, ond was also asked if he could be ‘off-hand and 
cagual's ‘A€tter the agent had left, the boy was in fact noticesbly nore 
Casual, and explained that hin pareate thought he was ‘off-hand all the 
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time’. He also explained that he was attending a private school, which 
the producer felt would help in the portrayal of middle-classness 
necessary in this case, and did not mind having his hair cut in order to 
conform to the period (the mid-sixties). Throughout the interview, the 
producer was adopting a fairly aggressive stance towards the boy, using 
explicit language and not pulling his punches at all in order, as he said, 
‘to try and spook him’. Having remained relatively unspooked, the boy 
appeared to be a likely candidate; the casting director had written ‘Very 
nice facez good face ~ casual manner’ on her casting form, but had also 
noted down his height, which was about six feet. As the boyfriend's 
younger brother, the height might take precedence over all the other 


factorse 


Tha next interviewee was a tallish, clean-cut man of thirty, who had 
previously had walkon parts as policemen or passera-by, and appeared to be 
content to continue taking such parts. The producer rapidly decided that 
ho night be suitable for another walkon in DUMMY, but not for a larger 
part as he ‘looked like a policeman’, The third applicant had a misular, 
tough-looking bearing as he walked into the room, and the Casting director 
started to write down a cocment, but stopped as ha started to speak in a 
very soft voice, explaining that he had mostly pleyed monks or stretcher 
bearerse The producer made a note that the actor could possibly be ean 
extra or a walkon and asked for the next interviewee. 


This applicant was a possible for the part of Sandra's first boyfriend, and 
whereas the previous interviewees had approached the session with a 
certain amount of timidity and difidence, he strode confidently into the 
room, explaining that he had spent three years .at’ Drama school, and was 
also a trained dancer. He was at present putting together an act with two 
girls ‘to get a bit of glamour into my performance’ and could play guitar 
‘very well’. He had also, as he explained ‘Always fancied being an actopt 
and spent some tine discussing the possible fees involved for the part, 
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The producer was beginning to lose interest, and leaned over to ask the 
Casting director some questions, but then the interviewee started talking 
about his acting experience, which had included some quite major parta, 
including some highly relevant experience of ‘Smashing people in and 
snogging behind bushes end that’. In addition, he knew Bradford very well, 
and had the correct accent for the middle-class boyfriend role. The 
producer's interest had returned, but he thought that the young man's 
attitude might be too 'flip' for the part, and told him soe He explained 
that the part would not tolerate any trivialisation, and that the actor 
would need to be very honest and straight with Sandra in the early stages; 
"You will have to laugh with her, rather then at her® he pointed out, ‘It's 
got to be credible. The young actor had climbed dow considerebly by this 
tine, and expleined that he was being deliberately ‘flip' in view of the 
circumstances of a casting sesaion, which was 'A hell of an experience'. 
The producer had taken several notes, however, and explained afterwards 
that this part was particulerly critical, and that the actor concerned in 
fact fulfilled a number of the requirements that he was looking for — the 
can drive, is good-looking, middle-clase, plays guitar, end is in contrast 
to Sardra’. This particular actor was nonetheless rejected in the end ~ 
chiefly because the producer remained concerned about his attitude and the 
fact that he was possibly too good-looking given the context of the parte 
(The fact that the boyfriend takes up with Sandra in the first place was 
already considered to be unusal, and the episode's credibility could be 
atrained further if the contrast between the two youngsters was too great.) 


The next person to see was a lady; a woman in late middle-8ge who came in 
wearing an overcoat and a headscarf, who at first sight looked os if she 
had popped in off the street. ‘This first impression wass Of Course, 
important, ad'was the lady's broad Yorkshire accent, but She Was in fact » 
character actress with a etring of roles to her credite Ghe had been in 
KISSES AT FIFTY, Colin Welland's LEEDS UNITED, THE FENDLE WITCHES, guppy 
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TIGER, SAM, CORONATION STREET, end ALL CREATURES GREAT AND SMALL smong 
many other productions. The Casting director had noted downvon her form 
that the actress had a ‘very good, strong voice’ and the producer said 
afterwards that he had liked her conversationol tone and her ‘air of 
mischief's At the time che explained that she had always played ‘strong 
ladies! and did not mind using abusive language, ‘I'm very good at 
swearing, in fact you have to be if you've been in a Colin Velland play’. 
The producer felt sure that they could uss her, perhaps for the old lady 
jn the publ who has to deliver the line about being ‘over sixty, and not 
wanting any business’ ~ he asked her to say the line during the interview 
(both with and without her dentures) and tentatively offered her a part 
on the spot. The Casting director had meanwhile noticed that the lady 


bore more than a passing resemblance to the comedy actress Beryl Reid, and 


had noted this dow as a possible danger. This was one of the reasons why 


the actress was eventually not used for the part in question, although she 
was hired for another scene in the film; unfortunately that scene waz then 
itself rejected for technical reasons. 


Outeide the interview room, the actreen had talked to the next actress 
waiting there, and had warned her that she might have to take her teeth 
out tooe This did not add to her confidence, and the second actress wes 
go nervous that it was difficult to tell how she might react in a given 
role. She was also basically a theatre actress, with little experience of 
television and the wrong accent. She had brought a set of professional 
stage photographs with her, showing the actress in some quite young roles, 


but the Casting director noted down that she was 'Too theatre; about fifty 


and looks it’, Both the interviewers therefore ngreed that they could not 


use her, and called in the last applicant of the day. 


This man waa a tall, well-groomed actor of twenty-six, who had been ina 
variety of productions from straight plays to musicals, but he did not 
have a trace of a Yorkshire accent and had the general bearing of a London 
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Solicitor rather than a Bradfordian down—and-out. The producer said os 
much, pointing out that he did not have ‘the look for the central group of 
the film’, but the actor wryly explained that he had not been expecting to 
be offered a part in DOOW. at alle He in fact lived close by the producer 
in London, had heard that he would be casting in Leeds with ATV's Head of 
Casting, and had travelled up for the casting session simply in order to 
‘get my face known’. Both the producer end the Casting director accepted 
this quite readily as a legitimate ploy, and the latter asked the actor 

to send her some photographs — "I might need a Russian officer in 

DISRAELI* 


Casting contimed, through ‘bulk’ casting sessions and individual 
interviews, to within two or three weeks of the shoot itself, with each 
artist being considered on his or her merits in relation to the specific 
requirements of the role, and in relation to the overall requirements of 
authenticity. Whilst artists still hed to be competent actors (to cope 
with accents, time-scale differences, the absorption of character and the 
dicciplines of filming), casting was occasionally influenced by other 
factors, such as en artist's physical. resemblance to the original. The 
actress who was cast to play Sandra's sister, for instance, had trained 
os @ dancer and then worked for two years in television prior to being 
cast for DUMMY, taking relativoly caall parts in CORONATION STREET, HY 
BROTHER'S KEEPER and THE NEARLY MAN, and she had also worked with one of 
DUG 'S other actress on READY WHEN YOU ARE, Mr McGILL. She was 
contacted through her agent by ATV's nead of Casting as a possible for 
Sendra's sister, despite the fact that she had a Scottish accent, and was 
told to go and see the producer without any cakeeup and with her hair 
left undone = °I walked into see him, and he just stared at me ond said 
'Oh Christ, you look just like her! = and that was it'. The producer 
obviously made sure that the actress could handle the Yorkshire accent, 


and was suitable in other respects, but she vas given the part four days” 
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Other parts had proved to be more difficult to cast. The role of the 
yobbish, small-tine criminal. whom Sandra lives with after leaving hone 
wag not, for exemple, cast until the beginning of April. The producer 
had been unable to find someone from among the Leeda 'poasibles’® who 
could immediately project the nlsost stereotypical thuggery combined 
with a certain sexuality which the part demanded, and he eventually took 
the risk of casting quite a well-known actor who had played similar parta 
before; the actor explained: 
I've always played people who are not very nice, but then 
casting has its benefits, it's an actor's bread-and-butter in 
many wayse It fascinates me why I am always cast os a villain, 
even in tho old days when I was, in parentheses, ‘pretty’, I was 
still cast as a villain. I suppose there is a sort of insolence 
4n the face, and I've been told that I have an angry quality. I 
do actually have o natural streak of violence too, and some 
directors sce that straight away, although you then tend to be 
used as a puppet; like set-dreseinug. In this case though, the 
guy is a totally unthiniding person, just a yob = not a thinking 
villein. Although I've always played thugs and villains they've 
always been intelligent ones. At theinterview the producer asked 
me if I was capable of dropping the intelligence in my face, which 
may sound simple, but was very astute of him. I've only met two 
other directors who can visualise like that; like John Sturges, who 
can look through the very long hair ond moustache you are wearing 
at an interview, and say 'Reht ~ Luftwaffe plilot’. 
With the casting of this actor, two veeks before the start of the shoot, 
the castlist was virtually complete (see fig. 2). All the artists had 
been cast within the general remit of obtaining authenticity, and the 
producer can be seen to have employed a specific ‘system of representation’ 


in order to achieve this ag part of the process of constructing a 
eysbolic vehicle. Only in a case such as the casting of Sandra's aister 
did the process come near being an unstructured copy of an event, and even 
here the deciaicn was nade within the context of a professional evaluation 
of the artist's compatence as an actresse Tha professional and cultural 
values of looking for artists who were relatively ‘unlmown', or who did 
not have an irretrievable immersion in the practices of ‘The theatre! had 
also been important and explicit subscriptions of the syatem of 


representation which the producer was usinge These were then linked to 
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the more implicit factora of finding pecple who could act intuitively; 
people who could react to real locations and events subjectively as 
individuals, rather than objectively as actors. Hence in many canes, 
actors were sought with relevant backgrounds (such as the middle-class 
brother of Sendra's boyfriend) or "local! kmowledge (such as the people 
cast in Leeds). Several of the main artists were also paid to spend 
time researching their roles with the original people, The actress 
playing Sandra, for example, spent four weeks prior to the shoot with the 
girl herself, as a result of which the producer wanted her to ‘know more 
ebout (the real) Sandra than I do myself.* Thus the less the director had 
to direct or manipulate the action itself, the greater, it was felt, 
‘would become the objectivity ond the authenticity of that actions 


All the same, the conditions in which the producer placed actors "in false 
situations where I want you to be real’ were generated by a specific cet 

of deciatons made during casting. The decisions being made here were 
oriented to the context of the medium itself (insofar as actors operated 
within a professional context of competence, and the institutional contexts 
of availability, fixed payments, professional stature ond such factors as 
the fear of typecasting) and to the contexts of ‘Society as source’, 

where judgements were made about appropriate accents and social vackgrounds,, 
fecial types and the obility of artists to use cues end aymboin which have 
become enbedded in our culture (such as qualities of expression; of eyes 
or deweanour = one actor was cast, for example, because he ‘looked like 

an ageing Teddy~boy’.) All these factors were aleo viewed within the 
perceived context of ‘Society as audience’, where actors would be rejected 
4f they resembled other artists, or where they were likely to be 

identified with other roles in such a way that the contract of 
euthenticity® would be brokene. 


C= Credit given in the 


titles. 


Hemen ac in the filn 


Sandra 

Baby Sandra 
Child Sandra 
Teenage Sandra 


Nother 

Basher (Sandra's father) 
Aunt Ande 

Joon (Sandra's sister) 
Cidid Joan 

Child lyn 


Headmistresa 
Teachers (2) 
Comes Maater 


Nish fryer 
Fish fryer's asgistant 
Fish shop customer 


Hospital Consultant 
Nospital Surgeon 


Ion (Sandra's boyfriend) 
Ien's father 
Ien's brother 


Male Social worker 
Female Goclol worker 


Fhil (petty criminesl) 
George ti 
Cyril " 


Cross-eyed Anne (Sandra's friend) 
Raymond (Sandra's husband) 
Best san 


Neat Man (Motel) 
Motel manager 


Charlio (Sandra's friend) 
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Joe (Stabbed man) 
Pat 

Cld Weat Indian 


Police inspector 
Police constable (2) 
Detective Sergeant (2) 
Flain Clothes: officer 
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Joan's husband 
Aunts .(2) 
Clergyman 


Nurse (VD Clinic) 
Clinie visitor 
Special Doctor (hearing test) 


Bookie 

Working men (2) 
Working girl 
Working girl 

Coalnan 

Rooming House tenant 
Factory foreman 
Asthaatic woman 
Doasers (2) 

Cortina driver 


Cortina passenger 
Taxi driver 


Drag Artiste 
op group (3) 
Shabby Man 


Kite ge en neeecneee eeu une 


QaQq 


Extrea (people in street, ambulance men, 


passera-by etce) 
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17! 


ring for the shoot 


Locations 


From reports of the facts of Sandra's life, an ordered sequence of events 
had been distilled as a story, and defined in terms of characterization 
within the structure of the script. Actors had then been cast as part of 
the process of reconstituting the producer's experience of the original, 


facts, and now a further stage was needed in order to provide a context 
within which the actors could worke 


Placing actors within the context of a studio set, or simply in relation 
to a few props, like a chair or a telephone, gives their actions a 
perspective; it places them in an apparently spatial relationship with 
objects tin the world’. Thus the more that ‘world! is built-up or defined 
in terms of seta or properties the greater is the depth of perspective, 
and the more authentic that perapective becomes, the greater is the 
expension towards naturalism, providing that the other constituents of 
reproduction are working towards the same end (such as considerations 

of wardrobe, lighting ond camerawork.) 


Thare are three major ways in which this world can bs defined. Firstly, 
complete sets can be built from scratch within a atudio, secondly, an 
existing environment can be used os it stands, end thirdly, a combination 
of these can be used by taking an existing building, street or section of 
the landscape and ‘dressing' it with anything from a discarded packet of 
cigarettes to a complete row of house~facades as in a Hollywood back-lote 


From very early stages in the production of DUMMY, the producer had wanted 
to use the second of these alternatives wherever possible in order to 
preserve an iconic correspondence with the ‘real' world, and therefore a 
greeter degree of naturalicn in the film as a vhole. Furthermore, he 
wanted to use the actual locations in which the original events had taken 
place, or places which met closely similar criteria, such that an 


ie 


a. 47 
tobjective' view of what Raymond Williams has called ‘the flat, external 
appearance’ of reality could be incorporated indexically into what was 
otherwise a reconstruction of the apparent facts of Sandra's life. The 
fact that the film was already only a partial reconstruction is clear in- 
sofar as the degree of correspondence between the film and the original 
events had been predetermined by the producer's interpretation of 
(reported) information and the mediation of different contexts of 
production. For example, the producer had already had to reduce and edit 
4n order to transform 'real time' into ‘film time! within the ninety- 
minute slot, and on a more complex level he had necessarily had to 


reconstitute the observed qualities of the original people in terms of the 
qualities which he had elicited from actors. 


The use of real locations could therefore be seen as a mechanism by which 
the producer could ‘claw back' a direct relationship between his film and 
the real. world, by moving from a realistic account of ‘life-in-general! to 


a documentary view of ‘life-ijn-particular'. He oculd then aspire to that 


system of representation with which the straight documentarist or the news 


reporter operates, and use the professional ethic of ‘objectivity' to | 
justify the veracity of the reconstruction. 


This analyais raises a number of difficulties, however, the producer him 
self had been careful to draw a distinction between 'real reality’ and 
'film realtiy' during our conversations, the latter being a particular 


system of representation of the former, where 'real~seeming' events are 


reproduced instead of reality iteelf. The distinction is that which 


separates ‘Realism from ‘Naturalism’ which is a highly contentious area 


ef discussion which merits a debate of its own. For the moment, ‘Realism! 
from ‘Naturalism! which is a highly contentious area of discussion which 
merits a debate of its own. For the moment, ‘Realism' can be defined as an 
aesthetic; a method of signifying reality through a "conventionally coded 


premise of belief in a correspondence between ‘work of art’ and ‘reality’ 
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(Schiller 1977), whereas ‘'Naturaliam' is defined as a form of cinesatic 
or literary positiviem which seeks to reproduce reality intact. 


As a drama-docunentary, DIMHY can be defined within the terms of Classic 
Roalism in which reality would be manipulated through a “signifying 
practice within and on behalf of an existing ideology, within, that is, 
the 'self-evidence of lived experience’ (Stephens 1978) in order to 
produce meaning rather than convey it. In this respect a great deal of 
actual violence of Sandra's life wag, for exomple,eremoved from the 
narrative because it was judged to be ‘over the top’ in terms of the 
structure of the film, and many of the importent and possibly determinant 
dotaila of her life were nover included for fear of introducing 'rod~ 
herrings’ which would detract from the logic of the film. (The original 
Sondra, for instance, had a deaf brother in addition to the sister, end 


she was ectually engaged to be married to the boyfriend when he clashed 
her face with the kitchen knife.) 


That which constitutes ‘reclisa't will, olso change in relation to many 
variables; over a period of tino, for cxomple, the 'realistic!’ portrayal 
of a feature like violence in a film may change considerebly. In earlier 
days it waa sufficient to have on actor clutch at his arm to signify that 
he had been shot. Nowadays the action is more likely to be signified 
through remotely controlling ths explosion of a saall bag of pig's offal 
which has been attached to the actor's arm, thus giving the impression of 
tuman tissue being torn apart and a theoretically more ‘realistic’ effect, 
even though the action is no more ‘real* than the former, 


Since 'realisa’ is conventional and liable to change, it 4e implicitly less 
‘objective’ than pure naturalien, but it is precisely this aspiration to 
‘objectivity* which is so vociferously challenged by many film-makerse Az 
Tony Garnett has eal, | 


Even the most factual of progrommes ~ news or documentaries, contain 
personally end uniquely an imaginative responses In fact this is 


penny 


Li 


eo~called factual progremes and for so~called fictional 
jeebches end they work best when there io a tension between 
both of these thingse The world is illuminsted best when these 
things are in a relationship to one another. You cennot say that 
so-called factual progremmes are necessaruly true, because they 
might be consciously lying with their facts, end you cannot say 
that fictional progremes ere lies just becouse they do not deal 


in the sort of fact that eecalled factual progromian dos 


(TV interviews BBC2 17.4.73) 
Or take Jack Gold's point, made during the sane programe in which Garnett 
appeared, an ARENA presentation which asked the question "when in o play 
not a play's 

There isn't even such a thing as en objective documentary. Merely 

by choosing a subject, or by chooging where the camera is going, or 

choosing which particular incident you are going to film you are 

immediately interferring with objectivity. 
Even by using the actual locations in which the original events had taken 
ploce, the produccr could not therefore guarantee an objective 
trensference of 'reality' onto film (simply because a transference had 
taken place) and unless the sudience had prior Imowledge of the events ond 
theiy location there would be no necessary reason why actual locations 
should appear to be any nore ‘real’ than ‘realistic’ onese If the filn 
bad been a straight documentary, the producer could perhaps have used a 
narrator or a commentator to indicate that real events had taken place, 
thus foreclosing the range of connotation which on audience might make in 


decoding the sequence of imagese In this respect, although apeaking of 


another film (Michael Whyte'’s BILLY) Felicity Grant comenteds 
The absence of a guiding commentatorees has certainly taken away 
the element of ‘security’ in watching disturbing material in the 


company of xeliablo and sure handseee we ara no longer anchored 
by the received morality of the interproter of events, whose overt 


gtatcnents can readily be seen and sometimes challenged. 
(Broadcast 230178) 
In the event, DUMMY used the definitive closure of a caption which said 
that the filn was a true story, but within the tema of the narrative, 
DUMY (like BILLY) had to be its own witness in testifying for ita 


veracity. Without the corroborating evidence of the "guiding commentator! a 
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Exterior location : outside young Sandra's home. 
Child Sandra ( extreme left ) plays in the street 
with friends. 
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it then became even more important to ensure that each separate element of 
the film combined to form a coherent whole in order to give the inrresston 
of reality. Hence the ‘received morality’ of a narrator was replaced by | 
the extension of naturalistic space within the film as a mechanism through 
which the construction could be disguised, and its realism increased. This 
is precisely the opposite of providing a truly objective account, since the 
degree to which the film ‘worked’ as a realistic narrative is a measure of 
degree to which its ideology was denied insofar as the lntter ‘ceased to 

be a messaga of the text and turned the text into its messege" (Stephens 
1978). 


As a signifying prectice, then, the use of real. locations was not go much 
a method of ensuring a direct relationship between the film and tha 
reality of Sandra's world through a'correspondence' theory of truth (in 
which a proposition is true if it reports an actual state of affairs), but 
nore a way of gencrating a belief in that correspondence through a 
'coherence’ theory of truth (in which a proposition is true if it 
corresponds with other propositions in mutual cupporte Je Tn the more 
cohoront the film become in relation to the conventional definition of 
realiom (ie the conventional view of what a full and authentic report of 
human experience would look like) the more disguised would become its om 
conatruction, and the more compelling would become the premise for a 


bolief in the correspondence between the film and the events to which it 
referrede 


To put these points together, it can be seon that the producer was 

wisble to reconstruct Sandra's lifo os an ‘unstructured copy! within a 
positivietic notion of ‘objectivity’, so he had to employ a system of 
representation which would simify that a copy had been attempted within 
the "conventional objectivity® of Realisn, within, that is, the bownds of 
& culturally constructed symbolic activity. To film objects or locations 


such that thelr ‘unadorned tracings are left on the celluloid’ (Androy 
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19762145) was therefore a way in which authenticity could be signified by 
balencing the viewpoint of the film against the equally structured out- 
ook of an audience to the extent that the tue imiverses of discourse 
overlapped and cancelled out one another. Thus the degree to which any 
aspect of the film appeared to be ‘self-cvidently true’ was the degree to 
which 1t balanced, or cohered with, the culturally constructed 
propositions of an audience (and not the degree to which it corresponded 
with ‘objective truth'). 


{his balance of ono cloment against another was a primary concern of the 
producer 4n making films that would be in the first place credible, ond in 


the second, true; 


The juxtaposition of certain things cen bring about a Lalence which 
people can then cce os o truth ~ it's that Idind of truth which makes 
a film convincinge I wont people to notice the detail of 
characterisation because the juxtaposition of those dotails can 
point towards a truth. If you step outside of this, by making a 
character or a movetient ‘too big" or ‘fover the top’, then you begin 
to make it unacceptable to an oudience. In the cinomatic process 
you do somotines want to go to an extreme, to get away from thet 
line of acceptability, but oven in a comedy, where extremes are a 
stock in trade, thore is nevertheless a line which you have to stick 
toe If you go too far over ~ just ten degrees out in a olepstick 
comedy = then it no longer remains funny, and the audience beging: 
to get distressed. Cqually, in a cowboy filn, a certain amount of 
movement ia required, and it annoys people if you don't do it. If 
you are trying to build up a belief, and there is a certain amount 
of information which you are trying to get the audience to underctand, 
then ‘you have to keep in line. If there is a line of information, 
built up in blocks of, say, One to Five, and One to Three is in line 
with Five, but 'Four' steps out completely, then the audience mey 
eay that they therefore cannot believe in step Five, even though it 
dis in line with tho previous ateps. If the film contains too many 
folse premises, you will lose the audience's belief, their cred- 
ibility, and if you distort reality for the gake of fitting it into 
a story too much, then you will outrage the audience, like in THREE 


WCHEN (Altman) where in all that modern society they didn't have a 
telephone. 


In literally making sense of reality in a way which was complicit with 
a denial of that construction (by maintaining a "line of acceptability’ 
with regard to an audience) the producer operated the hypothesis that the | 
tiniest error in detail could shift or skew the sens 


e which he was trying 
to communicate = - 
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Characterisation works on a lot of little nuances. What separates 
one person, or one location from another is a matter of very small 
details, and if you get those details wrong, the audience will 
suddenly find that they have a completely different class of psrson, 
or a completely different type of architecture before them. So by 
using real locations there is often a greater chance of getting near 
the truth, since people recognise the differences. 


By allowing real locations to dictate the transference of some of this 
detail onto the film the producer therefore had a ‘short-cut! means of 
registering particular relationships of objects to one another, This 
registration was still, however, part of the ‘aignifying practice! of 
realiem, for while a film theoriest like Andrew (19763145) can define the 
‘realist pretence’ in film as ‘The disposition to seek and present the 
significance one finds in objects by means of the objects concerned rather 
than by using these objecta to body forth an idea not already implicit in 
them' the significance of thse objects is only ‘implicit’ insofar as 
people make it so (objects having no meaning on their own account). So in 
order to obtain the detail required of different locations such that they 
were ‘Self-evidently true’ the producer specifically chose locations for the 
purposes in hand. The criteria he used were, in the first place, those of 
authenticity, and in some instances, the actual places where the original 
events had taken place also looked sufficiently authentic for them to be 
used intact. Hence Bradford Royal Infirmary could be used for the hospital 
scenes, end the special school, the registry office and some of the pubs 
could all ‘play themselves’ in the film. For other locations, the producer 
had to look farther afield: 


When locations already existed it was easy; we could just use the 
locations as they were. When they didn't exist I had to use 
different criteria. The first for me was often that places were in 
the right economic background, and this choice was based on personal 
experience; I know what bedsitters are like, for example, and I 
know what sort of places (Sandra) had lived in, so I knew what the 
places should have looked like. This came partly from things I 

had picked up during our research period, partly from my own infor~ 
mation, and partly from the fact that (Sandra) did actually live 
over in those areas where we filmed. Sometimes the locations would 
be in the right area, but were wrong for their "look! and their 
feel’. A lot of people wanted me to use an attic room in the house 
(which had already been used for other scenes) in Woodbank Terrace, 
for instance, but I felt that room ~ for all its emptiness ~ still 


had a romantic look to 4t which I didn't wante 183 
The Jlouk! and the ‘feel’ of particular rooms or exteriors was an 

important factor in the equation for less obvious reasons such as the 
effect they could have upon actors. Apart from the sheer expense of 
buiiding authentic-looking sets in a studio, actors often find studios to 
be very static, unreal places = ‘Its like working in a factory" one of them 
told mee Most of the actors felt that they could assume their 

characters much more quickly and easily within the context of a real 
location, and indeed the cast had been chosen from emong actors who the 


producer felt could react to the situation at hand. The actress playing 


Sandra's mother explained that 


Its much easier than being on the stage = I seem to be able to 
become the person I'm playing far more than I usually doe You 
have to forget about the lights and the technicians of course, 

but because you are working in the close confinements of a 

little house, or someone's back yard, the whole atmosphere is more 


truthful ~ it creates a more faithful atmosphere which helps you 
as an actress. 


The cameraman felt that working in real locations could ‘help everybody - 


If you are making a factual documentary, or a very naturalistic 
film, it is to our advantage to follow the forces that dictate how 
people actually live. The light controls everything to some extent} 
people put their furniture in certain places within a room because 
of the light, and they live in a particular way within that room 
because of the way the light comes into it. If you can re-create 
that then you are already closer to reality. This applies if you 
are filming in a real room or just in the daylight itself outside. 
Other criteria which the producer was applying to the selection of 


locations were more purely aesthetic. There is a strong sense in the 
original script of the city of Bradford existing as an impassive, 
continuous backdrop to the immediate action, which the producer wanted to 
capture in the film. As Jean louis Borges once commented, ' a city 
outlives its inhabitants*, and many of the locations were chosen in order 
to position Sendra within the wider context of the city itself through 
using longshots of exteriors where the girl is walking along streets or 
through alleyways. The location of the cemetery, for example, not only 


contextualises the immediate action of the funeral, but was inten“ed 
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to balance the "life going on' in the city itself, visible in shot 

beyond and below the cemetery. A few locations, chosen for more practical 
reason, also afforded the opportunity for almost purely ‘aesthetic’ shots, 
such as the use of a twisting stairway at the Deaf eclwol, down which 
"Mother® and the headmistress walk in a long, panning shot by the camera 
which is positioned at the foot of the staircase. Generally speoking, the 
producer wanted to use real interiors ‘so that you can relate them to the 
outside, sa that the insides and the outsides seem to be part of the sane 
thing’, but using existing rooms could also help to draw an audience into 
thea by euphasising foreground information and adding apparent depth to 


the image. This raises the all-important criterion of technical facility 
in the choice of locations. 


Using even very wide lenses (down to twelve millimetres for many scenes in 
DUMMY), the cemera atill has to be about three feet beck from the action in 
order to register a sufficient angle of vision to enable the viewer to cee 
into a roosts Flus there has to be another three feet or #0 behind the 
camera to enable it to move, or to allow for the spread of a tripod'a legs, 
If the room one is filming within is only eight or ten feet across, the 
physical space left for the action is therefore extresely limited. Keep~ 
ing the action within the frame thus becomes very difficult, actor's move- 


ments more critical and the information available to an audience more 
limited. 


Similarly, the problems of lighting a real room will impose certain 
restrictions; whereas in a studio one can flood the whole set with light 
to enable the director to place his cemera(a) anywhere he likes, on-a 
location, and especially within the confines of small rooms, much of the 
light will have to come from one source (such as through a window)e This. 
light will nearly always still be artificial, but in order to retain an 
authentic ‘feel’ it was kept to a minimum on DUMMY, which in turn Seant 
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that special fast lenses (Distagons) had to be used, which then makes 
focussing more critical; a difficulty compounded by having the action very 
close to the camera. Hence, some of the criteria used in choosing 
locations were related to technical considerations rather than for 
authentic or aesthetic reasons; as the producer explained: 


Once we had made the initial decision about the look or the feel 
of a place, I then had to think about the camera; whether there 
was enough room to swing a cat, what the available light wos 
like, whether the decor was right. The decor not only had to 
look right, but you have to consider whether you are going to 
get any separation between the skin tones. Certain tones of 
wallpaper are the same tones as ekin, and you find that people 
tend to get lost against the backgrounde 


The cameraman on DUMMY acted as lighting Cameraman ag well as Camera 
Operator, and be consequently checked over locations with the producer 
before the shoot started, he explained his role in this context: 


Mostly I'm concerned with the story as a whole, rather than 

individual technical problems, but I havo to pay attention to 
these problems, and if they are too enormous you just have to 
put the boot in and be a spoilsport. For instance, it becane 
very clear to ne that it was going to be very difficult to do 


the scenes in Yates Vine Lodge the way they had originally 
planned Lteece f 


(The original plen had been to clear the pub/and use artificial lights to 
bathe the interior such that a scene containing a lot of action could be 


covered without people disssppearing into ehadowse Because the cemera 
would be moving about too, following the action, it would have been 
difficult to avoid getting the lights, or their stands, in shot) 


eoomy idea was to Chemtone it (ie to use an American fast film 
process) and to then use the pub as it stood, with real people 
es well. We could aleao have then used a concealed casera, but 
we all chickened out on that because with a concealed camera a 
certain amount of error can creep in since you're not looking 
through the lens, and since the chemtone process is done in 
New York, it meant that we couldn't have seen the rushes for 
two weeks, and we could obviously have screwed it all up (by 
not viewing the ection at the time). So what we did in the 
end was to use chemtone, upped the existing lights ({4e by putting 
larger bulbs in the pub's existing lights) and used the camera 
normally. That's an instance of where I can help when looking 
at a location. In any case, I would have hated to have lit a 
Pube 
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A different kind of technical consideration came into play when looking for 
‘Locations which had to be not only authentic, but authentic for a given 
hintorical periode ‘The bulk of the first third of the film was set in 

the fifties and sixties, so exterior locations for this section would 

have to avoid anachronioms such eas having 625 line television serials 

on rooves or modern signs and advertising hoardings which could not be 
easily disguised. Sinllarly, streets would have to be found which did not 
have modern lamposts, and from which modern vehicles could be renoved 
without causing too much local disruptions 


As fax es interior, period locations were concerned, the fittings and 
fixtures of places like the school and the hospital were deemed to be 
suitable as they stood, but much of the action in part one was to take 
place within Sandra's home, and this also had to appear to age through 
time, In this case a whole house was hired for the duration and used 
very mich like a set, rather than as a ‘real location’ The producer 


explained that this was a matter of convenience: 
In thie case, the choice of a location was a matter of straight 
practicality. The house was there and available, and it would 


have been very difficult to find another empty house each time 


with the right decoration plus the freedom to shoot in it. It 
was just a practical decision. 


This house was therefore extensively altered for the film's require- 
ments, being stripped and repainted by a staff painter from the Elstree 
studios and ‘dressed’ frou Zeratch with different sete of period 
furniture. Several exterior shots needed to be made in relation to the 
house, 60 @ mbes of alterntions were also made to houses in the 


vicinity and to the street itself. A modern lomp-ppst was, for example, 


retioved for the producer by the local council, and replaced with an older 
one (at a cost of some £50), a house opposite which had been bricked-up was 
reglazed and seated and about twelve tons of rubbish was removed from the 
house's back yarde | 
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The other interior which had to be altered extensively was a kitchen in the 
‘Middle-class house’ where Sandra is scarred by her boyfriend. Here, 
considerations of period meant that some modern appliances in the 

existing kitchen hed to be disguised or removed, and the Designer had some 
false cupboards built to fit around a modern cooker and a refrigerator. 
Sone prop furniture was used to replace the existing tables and chairs too, 
but the reason for this was chiefly a concern that the property of the 
house-owners might get damaged in the ensuing action. Because of this 
action, which meent that the camera would have to follow the actors’ 
movements around the room, the existing lighting would have been inadequate, 
and conventional film lighting would have interferred with the action. A 
battery of fucrescent tubes was consequently taped to the cedling to cover 
the whole floor area with light, and again, this particular location was 
used in a fashion more akin to a studio set than as a ‘found’ location. 

The major difference between this and working in a studio was still the 
question of sheer confinement, however, and in this case the producer/ 
director, sound end camera crews had to move about the room in unison in 
order to keep behind the camera (and out of shot) within a relatively emoll 
room in which there were elready three actora involved in vigorous actions 


To give the impression of being inside a room within the context of a 


studio only two or three of the walls moy be made up as flats, with all the 


lights being ebove the celling-less set. If the set is completely boxed in 


(with all four walls made up) it is still possible to ‘float’ any of those 
walls to enable the camera to move back end cover the action, and the fact 
that the producer was unable to do this with the real locations posed 

sone probleas as I mentioned. The producer explained that ~ 


Sometimes, because of these technical problems, the use of real 
locations actually begins to detract from what actually happened. 
Cn the whole, the attezpt to use the town itself was the right 
decision since by using real locations you are Closer to the truth 
and this imposes a mood upon both you (ie the director) and the 
actors. By using the actual Motel, for instance, you get the mood 
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of the situation right. There was an attempt to use the locations 

as they were as much as possible, but sometimas you wonder if it 

wag worth it when you get hit with the technical problems, and also 

the problems of relationships with local people = you have to work 

hard and manipulate yourself into those locations, and then you 

might find that it is after all destructive. 
This raises the problem of actually finding and obtaining permission to 
use locations. The producer had already gained a ‘blanket permission’ to 
use places such as the hospital, but he also needed to obtain permission 
from the police for certain exterior scenes, and many of the interior 
scenea required extensive negotiations with private individuals and land~ 
lordse There are ‘location agencies which collect registers of different 
kinds of houses and properties whose owners are prepared to hire for short 
periods to production companies, but in most cases DUMHY'a producer wanted 
to use specific houses in Bradford which were in exactly the right areas. 
Much of the preliminary "location spotting’ waa carried out by the producer 
himself, by simply driving around Bradford looking for auiteble-looking 
houses and streets which would match the descriptions given by the original 
family. Then the Associate Producer began to become more involved, chiefly 
in dealing with the finencial arrangesents, and on his return from a 
previous committment in Hong Kong, the Cameraman too. The Cameraman vas 
chiefly looking at the technical angles involved, and particularly problens 
of lighting as I mentioned. In this respect, one of the wajor problens was 
electrical supply, so the Lighting Gaffer also accompanied the producer and 


Camersman on some of the trips up to Bradforde A major technical restraint 


was that a decision had been taken not to hire a mobile electrical 
generator, partically because of the expense (possibly £50/day with an 
operator), and partially because of the noise it would make and the problem 
of parking it in amall streets (and further disrupting the neighbourhood), 
so the Lighting Gaffer had to pay particular attention to finding adequate 
sources of supply in some of the older properties. In the event there 

wes considereble difficulties in this respect, and some of the extremely 
expensive shooting time was lost through a failure of electrical supply. 
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A number of compromises had to be made in finding the locations them- 
selves, since people were not always keen to allow the original choices to 
be used, and as Associate Producer explained, the process was often a 
matter of expediency rather than rigid design = 


We went along to the sort of area we wanted, but it wasn't a 
matter of knocking on doors. We have tended to go to people 
whe we've previously found outwould be sympathetic; landlords 
etc.e, and have then said ‘This is what we are looking for, have 
you got something like it? ‘Often we have gone straight to a 
landlord and chosen a place that he's offered rather than the 
other way rounde <A perfect example of this is Mr Reese who has 
already got all those awful rooms, some of which could possibly 
have fitted the bill. Having found a place it's then up to noe 


to arrange how long we are going to need the place; when we will 
need it and how much we will pay. 


Paying for locations can be an expensive business. The standard rate for 
a house in London or the Home counties was about £50 ~ £75 a day at that 
time, depending on how much alteration was needed, but ‘in the provinces’ 
that rate could be reduced somewhat. Even so, the AP explained that ~ 


I've actually felt that there haz been a reasonable amount of money 
aveilable for this side of things, and a lot of the people with 


whom we have been negotiating really desperately need that money, 
so I have had no compunction about adding a fiver or a tenner one 
There wasn't really any haggling as such, I've just been saying 
‘Here it ie, £50, is that OK?" and they usually just say 'Finee! 
Generally people have been happy about using their placese There 
are obviously instances where some damage has been done = some~ 
body's wallpaper has been damaged or whatever ~ but one sees 

then alright in some way; you have to allow for that sort of thing, 


I think what has confused and staggered people that I have 

talked to afterwards is the size of the uit; this amazing caravan 

of people and equipment. 
The size of the unit had indeed become a bone of contention in this respect} 
the producer had wanted to ‘creep around Bradford! with as low a profile 
as possible, partly in order to disrupt she neighbourhood as little es 
possible, partially to preserve the authentic flavour of the film itself, 
and partially to evoid focussing the attention of the Press and others 
upon the original family. In terms of filming in the cramped conditions 
of real locations, a large crew could also prove to be unnecessarily 
unwieldy end could also prove to be positively dysfunctional. The people 


from whom the ‘middle class house’ was hired were, for exz2mple, in a 
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constant etate of agitation at the number of people who were taking over 
their house, end were understandably worried about such practical probleas 
as the strain which was being imposed upon the bathroom. ‘The owner in 
fact commented that he would never have given permission in the first place 
had he known how many people were to be involved. The AP explained: 


We havn't always been exactly straight with people; ve havn't 
said ‘when wo come there are going to be thirty-five people and 
eix vehicles; we are not going to finish at Seven, it wild be 
a quarter to tene’ One obviously can't say that, but then, by 
the nature of things, ono doesn't always know exactly what the 
aituation will bee 


While many of the ‘public’ locations, such as the puba, the school or the 
ewimming baths, were the actual places where original events had occurred, 
it = felt to be too much of an imposition to seek permission to film in 
some of the more personal ‘original locations, such as the sister's house, 
Jn absolute authenticity was thus limited in respect of the fact that the 
producer then had to search for similar rather than actual locations. 
one occasion, however, a pub: was chosen which was currently being used as 
her Local by the original Sandra.e Here the fine balance of trust between 
the producer and the family was nearly disrupted by increasing a direct 
identity between the film and the cir) herself, ard in fact the sister 
threatened to obtain on injunction through her colicitor to stop the 
filming altogether. Sho was only mollified by a good deal of extra 
curricula negotiation by the PA and the main actress, and the whole episode 
could very easily have led to the abandonment of the project, since this 
end other involvements with the 'real' people provoked a series of 
Concerned mezos fron within the unit to the Head of Department (who took 
the step of visiting the unit during the shoot itself), In the event, 


that particular scene was shot, but not used in the finished film, and 
the producer pointed out that: 


It was a shift of enphasis on the part of the family, because we 
had, at the tine, total co-operation to shoot in that pub. What 
often happens at tho start of a film is that people besin to set 
cold feet, and then there ia a crisis point, which is what 


happened here. After that everything ia fine ogoin, and I'm just 
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glad that it happened then (The fourth day of filming) rather 
then later. 


(The later a crisis somieneds the greater being the potential loss of 
4nveatment of time and money.) Another aspect of arranging locations was 
the role of the Designer; DUHMY's Designer was of the opinion that it was 
a very bad idea for myself to be observing the production since it was 
coupletely a.typica], which indeed it was for him. Normally, that is in 
a studio, the Designer would work clonely with the Director from quite 
early stages of the production, planning and designing sets from scratch, 
He would be continually involved with rehearsals and ‘blocking out 
(working out actions and movements in relation to a set) and would also be 
on hand throughout the actual process of making takes. Tho Desimer would 
in addition, have a great deal of information about the characters (since 
they would usually be invented, fictitious ones where their individual. 
didioaynchracies could be worked out in consultation with a writer and the 
director) and, most importantly, he wowld be expected to use hie ° 
professional. and-artistic judgement in creating sata. Few of these 
parametres applied on DUMMY, simply because in most cases the lccations 
were used as. found, and characters could only be ‘created! within the 
fedrly narrow bounds of known infomation about them. Because the 
producer found that he had to clear the small rooms of all but the 
immediate crew and the actors simply in order to see what space there 

was available in which to move end place the camera and lights, the 
Designer (along with everyone else) found that he could not very often 
stay ‘on the set’ to supervise props or to suggest improvements. Hence 
his role waa considerably limited in comparigon with his normal scope 

of action on the studio floor, and except for designing the interior at 
the period house (for part one) hia role tended to be restricted to 
dressing different locations with small ‘handprops’ or acting as staff 
manager to the cine mene He did not, for example, have much of a hand 
in chooging locations themselves, since wuch of this had been carried out 
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before he had been rostered onto the production, and in any case the 
choice was limited by the tenets of authenticity and tecimical constraint 
rather than ‘the more aesthetic values of creative design. The Desiger's 
chief function with regard to the locations, was, then, limited to the 


selection and deployment of props rather than sets, which from a propman's 
point of view involved the following: 


The art deportcent, that is the designer and the props buyer, 

would have chosen a big list of all the possible props we might 
need, having read through the ecript and talked to the director, and 
then every night before a day's shooting we go through all the 
scenes listed on the callesheets and see what props are needed 
which the Designer has listed on the ecript breakdown. We make 
eure we've got everything that's needed, and normally teke along 

a lot more too in case the director changes his mind. That often 
seens to happen on a documentary like this. Documentaries are 

sort of different. Ite ed-libbing all the time, you see, the 
director might suddenly get the idea to go off and shoot in a 
nightclub or something, and we've got to have plenty of different 
props reedy in casee A typical day would be filming in a pub 

or somethings the ideal thing is to get there the day before the 
unit arrives end got the pub ready however the director wants to 
see it, what period he wants, you know. Usually wa have a couple 
of props boys to do that, and wo just dress it with bits ond pieces 
we have brought along, and I suppose the desigmer will tell you 
where to put a lazp ora postor or something. Then during a teke 
you will, stend by with the ‘essential props! ~ the handprops which 
an artist might neod, like a wristwatch or an umbrella... That's 

a "Standby props man* as we call it. The process is therefore 
ad-libbing for us too, as well as for the director, which ins 
different from proper filming. In the film industry I think 

you are more involved in the filming, as you are in a tolevircion 
show,because everything is so much more preconceivede To ba 
honest I don't think wo are really with-it on this sort of 
programme, I mean a documentary thing, we're just lobourers really. 


Much of the filming wos indeed carried out on an ‘ad lib? basis, but this 
was only posaible within an extremely detailed and well-planned overall 


echedulee Que of the major considerations in working out that schedule was 


the avallability of locations. Places like the house which was to be used 


for Sandra's home were availeble over a flexible period of time, and many 
of the exterior shots could be made at virtually ony point during the five 
“week shoot. Other locations had to be hooked for specific days; the 
hospital, for example, needed to have advance warning of which days the 
unit would need access, and a location such as the Fairground would only 
exist for a specific period (as the fair would move on to a new aite after 
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a week or cole Similarly, a location like the cwimming baths would have 


to be booked for a day when the filming would not disrupt the nommal 
operations of vhat was after all a public amenity, and filming at the 
cenetery would have to be fitted in at a time when there were no real 
funerals going one 


working out the schedule 


The availability of locations was only one of several factora to be 
considered in planning a shooting schedule for DUMMY. fn overall tine 
linit of five weeks filming had been set by the production office in 
addition to iteas such as a four week research period for the main actress 
ond tine for location spotting for the Canerenan end Associate Producer. 
This lindt was the result of assessing the minimum time a film like DUAY 
would actually take to choot (at a rate of perhaps.three to five rinutes of 
final running-tine per day including breaks - DUMMY actually everaged 

just under three minutes per day) in relation to the size of the unit, the 
length snd nature of the script and the overall budgeting of the departments 
Having agreed to take on the studio crew, the overall length of the skcot- 
ing schedule then had to take account of the availability of studio peraon- 
nel in relation to their existing committments at Elstree (where they 

would normally be working for shorter blocks of time on each project) and 
union requiresients in terms of working houra and overtime. Overtime, for 
example, ds worked out in terms of how far one works into an agreed break 
period between each day's shooting, rather than how far over a standard 

day you work, which means that after a certain tine the overtine starts 
applying to the next day, which is an inportent consideration in view of 
the fact that at lesst one of DIMM 's working days was over fourteen hours, 
and most of them were near the limit. There are also ‘local’ #greexents 
for different personnel cuch as those NATIKE members who were transport 
drivers. The wion naturally dncists that drivers should be employed to 
operate the props vans and minibuses (rather than letting other personne) 
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drive thanselves) but these drivers are not supposed to work more than a 
tenehour period in any twenty-four, vhether or not thay are actually 
driving for that period, which is an agreement in concord with other 
tronaport rulings, but not necessarily so in relation to the vagaries of 
filming. Similarly, there ore set agreements on meals ond mealtines in 
the studio, and these would have to be carried over into the context of a 
Jecation shoot .where time would be allocated for a hot mlideday neal 
followed by enother one not more than five houra laters 


Within the five-week shooting period everything then had to be scheduled 
around various fixed pointse The availability of the fairground is a 
particular case in point since it was only going to be operating during 
the very first week of the shoot. The original plon had in fact been to 
shoot the fairground scenes much later in relation to the overall schedule, 
since they would be both technically difficult (in terns of lighting, 
hand-held cameravors ond dealing with crowds of local people) and 
dramatically difficult (since this is where Sondra meets the middle-cleso 
boyfriend, where it was vital to make the scene credible in view of the 
ensuing action) so the producer wanted to have had plenty of experience of 
working with the unit and the actorg before taciding this scenes Also, 
filming the fairground scenes during the firnt few days of the shoot would 
nean that the producer would have to work achronologically; that is to szy, 
the naln actress would have to play an older version of Sandra before she 
had played a younger version in ‘real time!, which would have been both 
difficult fox the director end disorienting for the actress. Cbhviously, 
a great deal of filming has to work in thin way, but a pivotal ecene such 
eo this would normally be given prierity. The reason why the fairground 
scone had been pushed forward to the beginning of the shoot was not 
because the fair had moved, but because the shooting date had, and as a 
direct result of the manning dispute mentioned earlier = because of the 
difficulties of manning DUHY, the whole shoot hed been put back to astert 
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at April 12th to allow time for matters to sort themselves oute 


The schedule was also worked out within the general principle of 

lindting the mmber of changes that had to be made between different 
Locations and puriodse All the action which was to take place within, 

for exemple, the ‘middle class house’ was then echeduled to be filmed on 
the same day (whether or not it took place on the sane day in ‘film time’) 
to save having to come back again on different days and setting up the 
lighting and decoration twice over. Similarly, the producer had to allow 
for different changes of costume for the actora, and especially in the 
case of the main actress and the actreos playing ‘mother’ he had to allow 
for make-up changes, since these two artists would have to appear to age 
over a period of some ten years through the film. It was also important 
to allow time for changes of mood by the artists between different scenes, 
since it waa possible that the etato of mind penerated for a highly-charged 
enotional scene filmed, say, before lunch, would be difficult to dissipate 
for a relatively light scene filmed afterwards. Then the question of light 
had to be taken into consideration; some scenes could be filmed 'day for 
night’, where in an interior shot, for example, the natural light could 

be blacked out by covering a window such that a ‘night’ shot could be 
filmed in the daytime. Other ‘night! shots would actually have to be shot 
in the evening, such as the fairground and the stabbing scenes, and tine 
would have to be allowed’ to move the unit froma ‘dey’ location to a 
‘night’ location when working out the schedule. 


These factors would not necessarily be mutually exclusive, and a number of 


compromises had to be made. For example, although there was a considersble 


change of mood between Sandra's wedding and her mother's funeral, both 
scenes were actually filmed ‘on the sane doy since they were chronologically 
close together in ‘real tine* end a number of the actors who appeared os 
walkong in the wedding (Best'man, aunts etc) would also appear as mourners 
for the funeral, so filming both on the same day would eave having to 
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obtain (and pay for) these actors on different dayse 


In order to arrive at a chooting cchedule the script had therefore to be 
broken dow: into separate scenes and organised within the above paranctres 
by the p-oducer and his production assistant. This process resulted in 

a document Imown, oddly enough, as the Script Bre: kdowm (see appendix) in 
which all the scenes to be filmed in each separates location are listed on 
different pages along with the characters necded; the props required and 
notes for wardrobe, make-up ond any special technical facility appropriate 


to the actione One of these pages would lock like this:~ 
TITLES DUMHY 


SET3 INT. MOTHER'S HOUSE: KITCHEN LOCATIONS 22 Weee Road, Bradford 
CONTACT 3 Mre Beee 


SCENE NO D/N CHARACTER CROWD PROPS YEAR 

carraenerna eee amt ane taameatnernaan emanate tamara eee teen ttt nt Ne ee aE 

39 D SANDRA 3 School catchel, arschair 1957 
MOTHER 


ironing board, iron, 
rodioe ART DEPT. Fire~ 
place to be changed to 
practical tiled fireplace 
WARDROBE DLPT. Clothes 


for ironing. 

46 N SANDRA 3 JOAN S0UID DEPT. Tossible 1959 
MOTHER playback 

4g D MOTHER/SOCIAL WORKER Fenily snapshots, Hirror 1963 
SANDRA 4 

67 N  MOTHER/SANDRA 4/CHILD LYN Found notes, pay packet 196% 

107 N SANDRA FLT /HOTHER ; Radfogram 1967 

(Break-away repeats) 

124 D SANDRA/MOTHER/JOAN Practical TV, Baby food 1969 
1 Baby (Sandra's baby) Baby 'g cradle 

Leh D = MOTIIER/JOAN Mother's pills 


(Xb. "SANDRA 3* end "SANDRA 4° refer to younger and older versions of the 
Girl; there were also SANRAS noe 1 and 2. A 'Practical* fireplace or TV 
set is one thet actually functions, and the "Possible playback* in scene 46 
means that the sound department azy have been asked to play back their 
recomling of some dance music at that point together with the dialogue to 
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ensure continuity in any reverse shots that had to be taken. Tho 
'Break-awiy repeats’ for the radiogram meens that a number of identical 
covers for the radiogrem's speakers would be needed in case they becane 
denaged in the action at that point, such that in any ensuing takes the 
covers would appear to have remained intact.) 


Having broken down the script in this way, the production assistant then 
prepared a day-by-day Shooting Schedule by grouping the major determinants 
indicated in the script breskdown (Locations, period, day or night 
conditions end Actor's requirements) in relation to the expected time 
needed to shoot each scene within the overall duration of the shoot it- 
self. Hence all eight scenes associated with the ‘Hotel’ sequence were 
scheduled to be shot on the same day, whilst another whole day was 
scheduled for just the one scene at the swimming baths to nllow for the 


organisation of a large crowd. Two days from the shooting schedule would 
then look like thiss- , 


SUNDAY 


23rd April INT. SWIMMING BATHS (1963) 58 De SPECTATORS/ 


COMPETITORS DEAF 


SCHOOL/SANDRA/ 
MOTHER/JOAN/CHILD 
LYN/AUNTIE AMIE. 
TUESDAY 
ith May EXT, HOTEL 141. De SANDRA/NEAT MAN 
N NT, MOTEL BEDROOM/RECEPTION 142,143 De. " n 
144,146 De sa 8 /BOTEL 
Tete er ee oe, “MANAGER 
INT/EXT SALOON CAR 140,145 De " " 
EXT, LUD LANE 139 De ts " 


Using both the Script Bresklown and the Shooting Schedule each department 
of the production unit could then work out the general requirezents (of 
props, wardrobe and makeewup etc) needed for particular days. The exact 
details would then be listed on the Call Sheets which would be issued 


before each day's shooting. These call sheets acted as a ‘bible’, and a 


typical example would teke the following format= 198 


pc memes anpreneinemeenestaaiameanusammatpemesthieemesieeenaemeateeeeee 


TITLES DUMMY DATES SUNDAY 24th April 
DIRECTOR: FRANC RODDAM UNIT CALL: 10.00 am LOAD 
aoe 10.15 em leave 
Yotel 
SETS SCENE NO. 
INT. SWIMMING BATHS BS psy 
LOCATION 


WINDSOR SWIMMING BATHS, MORLEY STREET, BRADFORDe Telecooe 
CONTACT Mre Lees 


ARTISTE CHARACTER MAKE » UP WARDROBE TIME ON Srt 
GERALDINE JAMES SANDRA To be on location 10.30 
PATRICIA MARKS MOTHER 9230 10.15 12.00 

WENDA BROWN JOAN 9230 10.15 21.00 

LIZ McKENZIE AUNTIE AMIE 10.15 9-30 13.00 
ABIGAILE FLING CHILD LYN On location ats 11.00 
CHAPERONE: Mrs FLINT AUDIENCE ON LOCATION AT 1.30 yn 

PROP REQUIREMENTS 

PROPS 


As per script and breakdown page 11 to include; dressing 
for swimming gala to include line markers, cups, shields, 
continuity medal as dressed on ‘prize table! 


GALA OFFICIALS STARTER, TIMEXEEPERS AND JUDGES under the instructions of 


Hr Bees 


BATH OFFICIAIS To include attendants/life saver as directed by Mr Lees 
CONTESTANTS As organised by Mr Dees 


Ql BEHALY OF ATV and the film crew we'd like to thank the 
avwinmers. The city of Bradford Mete Council. Odsal . 
school for the deaf, Bradford AeSeAe and the audience for 
making the filming of this sequence possible. 

ROUTE Approach Jacob's well roundabout and turn right on to 
Princess Waye Turn left at Traffic lights on to Little 
Horton Ways. Bear right on to Morley Street. On the bend 
on the road turn right on Great Horton Roade 


Swimming 
Lect entrance is thronrh yellow door marked ‘Men's 
the ', 


In a sense, the Call sheets were a final reminder to the different 
departments of the unit to make sure that they brought along the required 
pleces of equipment, the right propa, clothes and make-up facilities. But 
the deteils of these requirements had already been discussed some tine 


a 
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before tho choot started through a cerics of production meotings which had 
taken place at intervals throughout Februaryyand March of 19772 Tho 
epecific preparations which cach departnont had to make can bo listed 
under their respectivo functions, starting with tho core unite 


Canera preparations 


Tre Camoroman had played an important role in chocking the pessible 
locations for thoir suitability in terms of having enough opace to move, 
and he had noted tho nature of existing licght-sourcesa, background textures 
end colource Working with his Assistant Camoraman, he also had to make a 
mmber of specific arrangements in terms of obtaining apprapriate 
equipaont with which to film in and around these locations. 


As freelancers, the cancra crow were mainly selling their experience and 
flexibility to the production company rather than a rango of special 
equipment, and since the capital cost of cuch equipsont is enormous, a 


preat deal of it was hircd. (The value of the contents of the camera van 


was conservatively cstimated to be about £30-40,000) The main camcra to be 
used tas about £0000 worth of a vory new French Decunentary/studio machine 
called an daton 7. This lé&= cancrn had g number of advantages for filming 
a production like DUIIY because it is relatively quiet in operation (only 
28d3 to 3103 at 1 metre fro: the film plane) which means that the cound of 


the motor and fila trenoport would be less likely to be picked wp whilst 


filming within exmall (real) rooms. It is alco a very light machine which 


means that it io much casier to handle for long periods of hand-held cshoot~ 
ing such as that required for much of part threa of the film, and has a 
large ‘spare frome! around the actual fin framo to enable tho cameraman 
to lool: out for booa-chadows and reflections through the viewfinder before 
they iepinge upon the filn frame itself (the tviewing france! or ‘spare 
frane* being sbout 20 larger than tho super Léa film frame.) A uscful 
ndditionan the Anton is the provision of automatic TV bor elinination, 
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which means that for filming the scene in part three where a television 
set is operating, the foniliar bar travelling up the TV screen could be 
avoided. (This bar ia caused by an interference of the scanning rate of 
the television sct with the frames/second rato 6f tho camera). One 
facility which the Aaton docs not have is varinble cpecd, and for the 
ceenea in which Sandra is ocarred by her boyfriend a decieion had been taken 
to havo the actrees react to the cut in slownotion (renl tine) which 
would then be speeded up in film tine to give the effoct of a fast nlashing 
actione For this effect the camcra would need to be undorcranked for the 
duration of the shot, and cinco the Aqton was cingle-cpeed only, the 
canoreman had to obtain a l6m: Eclair to do tho job. 


As a general principle, howevor, the producer wanted to avold "trick! shots 
and camera novenents cuch as tracks or dollies (ic mechanically pulded 
novenents of the cancra relative to the eubject) as part of the pursuit for 
guthenticitye The technique of "subjective camora! was generally proferred 
in this case as the producer explained: 


The conera can be on cyoline point of view (POV) for a character, 
cuch that the audience geto what thoy would expect to sce if thoy 
wore in the room. You can uce tho camera as if it was actuclly a 
person if you Like; it can wandcr through a street, or it can run and 
4t can be chaceds thon 4¢ can turn and look as a person woulde The 
=~ audience in being given n particular POV here (de in DUMMY) and that 
fg a normal cye~level POV. If you aro fileing in a very szall roa, 
for example, I ea aveiding very high chota, becaune that's not what 
a person would see as they came into a roong I'd rather got dow to 
table levol in fact. I think catera-anclos aro often nlsuscd, 
especially 1f you are trying to crente reality. If you are being 
otylised ~ as in TI£ THIRD MAI = you can do anything you want to, 
and it is a matter of basle grammar that if you choot up at comcone 
then you cet a certain emotional response, but there is a danger 
of crenting an unreal, sort of space with shots like that. 


The cameraman emphasised the points: 


The iden of a dremn-docunentary in to try to make it as real as 
‘possible, and therefore as simple as possible, which cheuld help 
people to concentrate on the ctery and not on the claverness of 
what wo are doinge If you've cot a good script it docen't really 
matter how you do it, but to help a ccrint and moke tho stcry as 
veal as possiblo- it also helps to keep the camera work simple. 
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Mind you, the camerawork here is not as imaginative os other 

files like this anyway, which is as much a criticion of me as 

goryone olse, plus the script wasn't all that clear in that area. 

Also wi have been working under a let of pressure and therefore 

wont for the sicple way because of the tine factors 
Since tho caneraverk was to be kept simple - for acothstic reasons and a 
dolibernte intention to create on authentic fooling within the film (the 
pressures of tine notwithstanding), tho camcraman ws not required to - 
arrange for the hiring of special equipment like cranes or dollies. Those 
tracking shots which were needed did. not, thon, make use of propor caztra~ 
tracks and a rolling dolly, tut wore icprovised with such items os en 
Snyolid chair and a Citroen 2CV. (The tracking shot along the ede of 
tho swimming baths being achieved by pushing the cancrazan along in the 
fnvalid chair whilst hand-holding ths camara, and the tracking shet of 
fandra entering the Motel being sindlerly improvised by cotting the cancra 
ona tripes inside a Citroen car ~ from which the roof can cally be removed + 
and then co-opting half a dozen members of the crew to push it snoothly 
alengs) 


Eace aspects of the film demanded the use of certain epecial itensg of 
equipaont which were hired for the day fron specialist supplicra — the 
eomera crew arranged for the hire of two different typss of car-nount, for’ 
exaprjlo, to enable shots to ba taken of the inside of moving vehicles whilst 
at the sae tins providing tho perspective of exterior scenery going bye 
Thene mounts consisted of lightweight fixtures which could be clazped to a 


a 


door or tha bomet of a car to enable the camera to be mounted on tho cute 


cide, whilst being controlled reagtely by tho cameranan who would hide with- 


in behind the tack scat. A fewer mmallor itens aleo had to be specially 
Prepared before the choot started, which as the Assistant Cansraian 


explained, tho crew would not normally need in the context of docunentary 
fDning: 


Khon he (the Caceraman) returned fron Mong Rong wo had a Little chat 
about it, because there wore a few opecdialicad things uhich needed 
Golnge Normally one dosen't Imov a great deal about a production 


-" 
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beforehand co thera isn't much for us to do, tut here we wore 

taking dolivery of a new camera so I had to got used to that 

and do some camera tests on it. Then all the equipment which 

we normally use is still in Hong Kong, so we had to gather all 

the equipment wo needed fron diffcrent sources; I mean all the 

‘ pornal equipment like tripods. A couple of things we had to do 

specifically for this programe were the hidden camera and some 

special lights. Ivo made the hidden camera bag mysolf, and 

thin involved buying an airline bag and putting a wooden franc 

in it. I then wont to a leather worker to have it modified so 

that it would be strong enough to take the camera. I'm quite 

pleased with it actually. I also did a little bit of work on 

lighting for the inside of the car ~ nothing very sophisticated - 

4t gust involved cotting somo car bulbs and wiring thea up. This 

da usualy you often have to make up things which are just sufficient 

for the job, not on a long-term basis. 
UVafortunately for the Asolstant Caneraman, his hidden canora was never used 
for chots in the finished filn, since it was ovoentually docided that the 
risk was too greate This was not only an ethical rick (of shooting people 
unawares) but a technical one too, since you cannot ba totally cure that 
the cancra is pointing in the right direction with a concealed nysten, and 
the overall constraint of linited tine meant that coing back to do 'pick- 
ups! would put back the reat of the ochedule. ('Pickups! boing the 


ro-shooting of ccenog which subsequently prove to be technically faulty, 
or which fail to twork! in other ways on viewing the rushese) 


Another technical preparation which had to be made was to obtain a sect of 
vory fant lenses called Distagons.e Again, these wore oxtromoly oxpensive 
picces of cquipaent costing upwards of £1000 each, but given tho very 
rdnimal light that was available in sono of the locations, tho hiring of 
these leusca wan considered to be necessary. Cone of these lenses also 
had a ‘zoom! facility (ie the ability to nove away from, say, a big close- 
up back to a mediun close-up during the course of a shot) but this 
facility was not used as a general rule for the sane reason that the 
producer had wanted to keep tha camera angles simplee In fact, there is 
only one proper zooa in the vhole filn, where Candra aa a tegnarer is 


seen coking an illicit ciparette in tha school playground, ond the franc 


closes upon her in order to mark her personal reaction off froa that of 
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her frionds. (Only 275 of the finished film contained any kind of cancra 


noveront). 


One of the most important ways in which the canara crew could prepare for 
the shoot, in common with other members of the unit, was to thoroughly 
foniliarise thenaslves with the script. A script can often help the 
camormian to visuabine hin chots in advance such that he has a clear 


conception of the film as a ubole, as the cameraman scald - 


Hore creative thought cones fron maybe two or three prople thinking 
about comothing than ono person in isclatioa, but that inopiration 
as often as not comes froma posd script. ‘Vhethor you are a 
seiontist developing new fitren for ICI or whatever, tho ercativity 
often comes fron teamwork, but oclenticts don't work very well in 
fn vacua, and in the came way craftsnon. - which in what I cuppose 
wo try to bo ~ can develop conething as a creative team by vorlting 
with a script which fills that vacuum. That's what I vant fron a 
ceripte I am reading one now which is just trilliant, I cas 
already fool the ehota, the light, I cai sae how tho whole thing 
oes together. Noy that may not be the way it actually happena, but 
I bst you it will be pretty near. ‘ith a coript like that you 
alrendy know what you are after - it's Like reading a really good 
novel where you find yourself visualicing it - you can seo the 
people, feel the light and see the reality, and this helps you ta 
build up the total. 


In WWiltY's cane, hovever, the cazcrnnan folt that he had to leavo much of 
the detailed preparation until be had actually scen the locations and tho 
actora involved, and had discussed the filn's intentions with the producor. 
Shore wore ceveral reacous for this; firetly the writer had pointed out 
that ho had tended to concentrate upon cdinlogue at the expense of 
geosription in writing the acript (eceing tolovision as 'radio with 
pictures’ to come extent) and thin resulted in a werking ccript vhich was 
coneidered by many of the crew and actors to be quite tsparcet. In 7 
general, the actoera preferred this, cince tho lack of 'stace direction! 
was felt to exahle thes to interpret the action much more, and fron tho 
producer's point of view, a ‘sparse? seript would erable hin te irprovise 


and adapt the action in order to ronerate the spontaneity and the authentic 
feoling which he was.secking. 
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With the possible exception of the main actress, tho actors were only 
concernad with their oun parte in the filn, however; they Uterally 
only neoded to have a partial undorstanding of the wholee The producer, 
on the cther hand, already had a detailed Imowledge of the intended chapo 
of the whole fin and has also played a major part in veiting the seript. 
tn top of this he had accces to 4 macs of backgroumd infornaticn upon 
which that ceript was based, so the ocript itsclf did not nocd to dascribe 
the Tyorld! which ho wiehed to ro-crente. ‘Tho other contral creative fipure 
in the unit ~ tho cameraman ~ did not have thin backpround inforentioa 
to anything Like tho saue oxtent, hovaver, no the script becane 
theoretically nore inpartant to hin, althouz: in fact Less useful az 
catalytic the mare epnaracly it wes written. Henee for tho cattorsmn, 
tho process of fariliorinins himself with the script wo a matter of 
preparing for the techuieal facility that ha micht be celled upon to 
provide, rather than a process of catabliching that facility to any 
certain degroa of definition, In shart, the whole of Sandra's life was 


represented for the comeranan by the script itself, and taking it in 


isolation, he found 1t relatively difficult to visualise the tyorld! 
which was being re-created. 


Fuch of the comeracan's day-to-day preparations consequontly consistod of 
frequent discussions with the producer over matters of action and nonce 


tines dialogue os well as matters of ctraight technical provision - 


Constines I would have a technical soy, expecially on questions of 
lighting, and sonctimes wo would tall: over the script itoolf, 
how we could logrove on tho action and tho reaction, rather than 
frou just a photogrnp ic point of view. Yor example, in the scene 
where (Candra and the first boyfriend) are together for tho first 
time after the funfair, tho seript cays that they have a rollock 
on tha bed upstairas ve argued ubout that a lot, since I really 
thougss that it chowld be quite gentle and citiet; not really a 
proper rollocke Thore were a lot of Little things ile that 

wulch wo dincussed, and a Lot which we didn't. The problem of 
being in TV io that it 4c ouch a rat-race} pressure and onbition 
is all nixed up cuch that cveryono thinks it is inponsible to mits 
suggestions, that might be pood or bad, to help the project. 
Rveryone thinks that it in on cco thing, whereas uhat we aro really 
fighting for io our rezponsibllity to the film ~ a public ocrvice. 


» 


i 
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Somotines people get inte the whole trip of suppocedly helping the 


director with sugrestions, whereas they are caly really boosting 
their om morela. You ought to bo able to say what you feel, and 
then it is up to the director to use it or not, and that was our 
relationship. , 


Mont of thin tactical deciston-meking waa carried out in private. While 

oa the floor of the tsot' the camera crow's Job sms to cupport the director 
by malding sure that each take was as technically good as possible such 

that the subsequent choice of takes for inclusion in tho finished product 
could bo nade on the basis of nesthetic or dramatic judceacnts rather thas 
throunh rrojecting technically faulty prints. 


fo minimine the possibility of this happening, the canoracan explained 
what ho won astral doing when looking through the viewfindor: 


I alvaga try to use a widerish lens « not wide angle ~ so that 

you can feel. that people ore Living inn real emviromonts. For 
LUNI XL tried to use lenses where you could cet a fecling of as 

much of the reou as posnible. The easy way with television in 

to uso eleco-ups dll the timc, but dn docurentarics it is pertems 
braver to choot things wide. The dangos are net co strong then, 

but they are more real’. Certior-Brenson (the stills photographer) 
always uses the 5005 or oceaslonally the 3%, which is in our 

cane a wide-angle lens, and very occasionally he uses the 90m 

which is in our case a clore-up lens ~ the reason he does thia is 
because ho wante to see people in their onvircniants, waich is 

what we've tricd to do, wo want to cee hoy figures move in an 
onviroxient; how they are a part of nabursese becnuno there is 

n lot of information coming into that frame I kave to constantly 

ccon the viewfinder for people's feet coming ir (ine tho creyts 

feot, for exmmple), boom-chadewn, lishts, flares (le. fron 

polished surfaces or windows) and mirrors Cin which the cansra 

dteelf could be reflocted). You alno have to anticipate what 

actors are coing to doy the sscrot of being a cood cateranan is 

to anticipate. In documentary filming in particuinr, you have to 
listen very carefully to the didlocus in order to anticipate 

anything that anyone aight doe tritten stuff in relatively straight- 
forwerd because you hear a rehearsal, and thore will probably be 

eno take that ds le Ge Cle. Uo Good!) no by the necond take youtye 
got dt right. The oceret really is where you kave not pot it witten 
dow, because then you lave to listen vory carefully. The way people 
talk and respond wlll tell you what they are going to do nexte If 
you are able to anticipate that you are on a winning ticket, 
otherwise you wlll always be left behind. 


(* Dhe relatively low definition of the television picture in relation to 
n cinena picture means that the use of wide shots riche the possibility 
of wonkerning individual chots by oubordinating characters to the back~ 
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fhe ability to anticipate an action, which the cameramnn mentioned, in 
absolutely vital. If, for exmmple, en acter has to ctend up from a 
pitting pesition, the cancora must nove clightly in advance of thin , 
seine by tilting up or by moving back befare the actor exits tho france 
Tf the eatera folloved the action, it would rick losing the top of the 
netor'na hend cut of frane ~ simtlorly, Lf the casera is to rennin otatic 
during an action, the camerminn mist kmow in advance the spatial 

linits of that action in order ta contain it within the frane of a 
particular lon. Cecanienally ho will alno have to allow for changes in 
light, wuich might moan stepping the eypertine up or down during a tale 
A good exemple af this eceured whilet filning in one of the pubo for 

thea *tStrimier! ceone, wore the casera follous an actar inte tho pub fran 
the daylicht outside in a continuous chot which remured on cight-stop 
moverrmnt of the apperturee This very larco chanyo kad to be very carefully 
worked oul dn advance in several trial runs, and vas even then cesoribed 


oo ‘virtually irposcitile! ty the camcranan. 


‘herean in a shudio production many factors such as thesa would bo planned 
wall in advenco by "blocking out! the shots and action on the floor of a 
rehcarcal rect, In tho context of roal locations the cancraman found that 
mach of hin yroporation was Linited to the use of his experionce as a 
documentary mmr. This we particularly true of those sections of the fils 
which were flined in "Vobblyscope!, that is, with a hand-held camera, and 
probably on the rum. ‘The stabbing sequonce and its aftersath was 
coliborately intended to lool: very docunentary-like, for emmple, and 
teyond cotting up the ciremistanessa of the action (by briefing actors} 
nction vehicles and the crawt) tho sequence wes f£Llaed in quite an ad hac, 
documentary fachton for which the canera crew could tuke only the minimum 
immediate preparation. 
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The other two membero of the camera crew were the fcointant eioee 0 @ 
ond the Clapper/Loader. It was tho ‘tccistant Concraman's Job to rig. 

up the cpecial equipment montioned above, tut apart fraa thin there was 
Little special preparation that had-to be mado far the fila. Tho Clapper/ 
loader, for example, carried out tho cane fimctions that ho would perforn 
on ang other project, which were to operate the clapperboard and keep at 
Least one of the spare camera magnzines londed with film (The clapperboard 
being a piece ef apparatus upon which tho nane of the director and the 
production is written, and on which the scene number and take mmber can 
be recorded. At the beginnins of each take the cnaneramon shoots a fow 
frones of this board as a referenca for the Editor, and o hinged arm on 
top of the board is snapped down ouch that the sharp noise it makcs can 
bo picked up by the sounduan, thus giving a visual reference to tho 
toundtrack to enablo the two to be synchronincd. tihere a tale has to 
continue in rapid succcesion to a provious ono, the "board! Le sonctimes 
put at the end of a telco inetead of the beginning, in which case it ins 
held upaide-down to signify thet it fo an "Endboard!'. A case in point 
vould be where the producer vas trying to get a shot of "Daly Sandra’ 
vhere che was not crying; to 'frontboard' such a take might hava sat 


her off crying apnin becaune of the sharp ernck of the clappere) 


Tho Ansistant Coneroman worked in a plichtly differsnt way than he night 
tave dane on other projects, since he was prinarily involved in facuc- 
polling during the taken theuselves. Focun-pulling is literally the 

job of adjusting the focus of the canera's lenses during a tale while 

tho Suteradi himself coucsentratos upon the action, focus being more 
critical the wider the appexsture ono in using and closer one is to tho 
mubject. Cince the Focus-puller cannot actually see through the view- 
finder, (the cagernuan obviously has that prorogative) ke rust physically 
measure the distance between the lens and the subject at cach point in the 
action, transfer these measurementa onto the tack of his hand with a biro, 
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and thon read these off during the take, adjusting the focuns-ring os 


the tae proceeds. The Acnintant Cancraman described his day-to-day job 


es follows: 


It is basically concorned with tho maintenance of all the equipment, 
rolsing cure that things are rumning well, charging batterics etc. 
Cn this particular production, where wo have had three on cantra 
inatead of twa, the Clapper/Loader has taken some of tho Lond, 

and during takes IT at almest entirely involved in foous-pullinge 
This is actually quite difficult for me becouse wo are shooting 

at very wide appertures, and there is a lot more focusemilling than 
ong would normally aspect to lave ta do as a resulte* The job is 
therefore more aepeeific than it penerally is, since tho cerrerammn 
would normally da moat of the focus-pulling himself. This is truce 
of n big production for other people too; cach job becorics moro 
cpeclalincd.e 


(* Vido apperturens were being used because of low light conditions.) 
Sound pronarations 


Although the ccript was avaliable toe the sound recordist fron nbout a 
ronth before the shoot atarted, he did not actually sco it until tho last 
week befare the unit had moved inte the hotel in Bradford, since until . 
that tine he had been filming in Jordan. Being thoroughly fasiliar with 
the ceript wos nat, however, as importent for the sound crow as 46 was for 
other menbera of the crew, since recording the sound for a production Like 
Wi almost entirely depends upon talding account of the situation es you 
findiit. Aa the sound recordist caid: 


I aa only a clave to whatever tha cancra doose TI cannot actually 
do anything until I soo what the action is, ond particularly what 


ths canora nevenent in going to be. Cur area of oneration is 
directly related to the canera. 


Very little specific preparation had te be made in fact, since as the sound 
recordist explained, his basic equipment would be the sane twiether ho was 
solved in a mall commercicl or a relatively lorce-cenle production such 
os this. Where he might have had to make special preparations was in 
relation to 'on site! difficulties at locations. Had DUIIIY been a feature 
file, for exemple, (where the sound has to £111 a much larger espace with 
a correlatively higher fidelity) the eound recordist would probably have 
used a gooddedl of blanketing = the actual use of blankets pinned onto 
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walls ~ to damp the natural "boxiness! of small rooms. Most of the rooms 
used in the film wore, however, sufficiently small that the crew themselves 
could act as dampers, and in any case, the quality of reproduction in 
the average domestic TV set would not have picked up much of that effect. 
Using real locations could have posed other difficulties, such as a high 
level of ambient noise from outside traffic; railway lines or factories, 
but such noises were positively welcomed as naturalistic components 
providing they were not so obtrusive that thoy occluded tho dialogue. 


In this respect the sound recordist relied heavily upon the camoraman's 


experience in finding locations: 


I knew he (the cameraman) was going to be checking out the Locations, 
he has directed and edited his ow movies, has shot on almost every 
conceivable sort of location, and in almost every kind of environmental 


condition, so I knew that in checking out the locations then onything 
he might say would be CK as far as I was concerned. 


In other words, the cameraman would have already made sure that there were 
no insuperable difficulties in terms of sound such as the presence of road- 


drills or low-flying aircraft. It should not be inferred that the sound 


recordist's job was therefore cut and dricd; it is the sound crew's brief 
and their professional goal to record the dialoguo as cleanly as possible, 
and with the saximuia amount of separation fron the background noise. The 
reason for this is that a scene is rarely continuous, whereas background 
noise often is; honce a scene which is made up of a number of wide shots 
reverses and close-ups which may be cut together from many different shots 
taken over a whole day's shooting could not have to use the appropriate 
dialogue tracks for cach of those shots if they also contained audible 
background noise. If, for example, one had a two-shot (ie. a wide shot 
with two people in frame) with the sound of some children playing outside 
which would then be cut together with a close-up of one of these people 
as part of the same action in film-time, then the sound of the children 
would have to continue smoothly under the close-up to ensure continuity, 


If the children's sound had not been recorded on a different track fron 
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the dialogue thin would be imposaible, and hence the separation of the 
dinlogue froa anblent sound is crucial. 


Seastines background noise is umaboldable, especially when fllning 
cutside in a street where there is a lot of traffic noice, but here the 
comeraman can holp by malsing sure that somewhere in a chot the audience 
atl coe the source of that sound, the sound recordist described a partic 
particular example of this: 


Ve had an lot of traffic noise at the back during the wedding ecene, 
ne it adds to the shot if we can actually cee tho traffic poing 
bye If it had beon a full-scale feature filn viere we were not 
cupposed to have been in a street, that whole scene vould have 

kad to be g, post-mynch job (ie. vhere the dinlegue ic dubbed to 
tho filn after the event on a cleon track) because having all that 
traffic noise over the dcinlecuc without eoeince the traffic would 
have destroyed the mood of that sconce If there ore extrancous 
noises in a seene wixich are beyond cur control, then tho concrazcn 
wil conchow manage to include them (le. theix sources) within 

the context. 


Cno of the Sound reeerdist's major concerns, like the cautramm, wos to 
rosimino the ponsiblility of choice for the director and his editor in 
the editing process: 


You chould always try to work towards excellencoe TL you shoot 
100,000 feet it is not a question of 50,000 being pod, 25,000 
not bad, aml the rest rubbish, You should try and make sure that 
OY ip oxcallent, with eaybe Just 102 which is nejte for technical 
reacons, The oiiter's a the Director'n choice should not bs 
linited to tecrmical cossidcrations wut to the interpretation of 
artistic poscibilityece I omprecinte the criticion of the -ditear 
probably more than anyone elmo, since he is the one who actually 
kas to acsomble the trackse To turn in the ideal job would be 
to have the nituation where the “ditor would qnly have to lay a 
minicom of tracks ~ on 4 ond B roll - witch is the dinlogue track, 
the effects track and perhaps a music track, That would mean that 
the recording vhich I've given hin was co perfect throughout that 
he has not had to lny any extra offects, or had amy difficulty in 
cutting things together; its just flowad all the way through. 
This must, however, depend upon the enviromental conditions in 
wich you've found yoursolf. If you are dealing with a place vhore 
every coven nimites a plone flies over you cantt aluaya wait until 
lta gone, otherwise you start getting into a tromondous omount of 
overtine and co om, 09 you have to try to shoot round it ay pest 

- es youcane Up hero (in Dracford) it has been so Guict that gt has 
been vary enny for uty the sets kave been so mall and contained 
that we. have had few problerice 


It was also the sound dopartuent*a job to maxtnine the Space oraiiqnle in 
vaich the acters could work on She aot, a rafor profectiional ethic of 
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technicinns in general being to increase the freedom of other crow 

nonibors and actors to do their respective jobs. For the nound recordist, 
this meant arranging his microphones within the dual criteria of 

obtaining the best possible (ice clean) sound, and without thereby 
impeding the action. I asked hin if he had needed to sugcest an 
alteration to the action at any point, for example, and the Sound recordist 
replied: 


I hope not - I try to create the maximm space for movement. For 
instance, when Geraldine ("Sandra") was doing that scene whero 

cho turned round and bumped the microphone, she sald ‘sorry' to 

mee Voll really it is my responsiblility to pet out of tho way. 

{Tf I begin to inhibit her then she will give less. Obviously I 
sometines have to toll the cancraman or tho actors that I can't 

do certain things, and sometimes an action will be worked out in 
conjunction with the requirements of both camera and sound, like in 
one of the hospital scenes, whore tho dinlogue was so quict that 


we had to put the mike very close (Such that the camera had to 
keep very tight too). 


In general tarma, it was not tho sound-recordist's job to propare any 
special. effects for tho sound-track. He did not, for example, necd to 
adjust tho gain of a signal to signify people walking towards or evay frou 
the cancra oince all of this could bo dono in the Dub (whore sound~tracks 
are nixed together after the editing). One of the areas of the work which 
the recordist particularly liked, and which he regarded ag a little nore 
creative than aimply supplying a technically good dinlogue track, was to 
collect effects tracks. These are toobo distinguished from manipulative 
gpecinl effects, and are pencrally called 'wildtracks!, Wildtracks are 
enntimious recordings of backpround sounds such as traffic nolse, childron 
playing, water running or distant factory hooters and so on which can be 
Laid Beneath another track to enhance tho renlion of a scene. They are” 
often noticeable by their absence in many otudio draman, come of which 

can appear to be quite "dead! as n result, and several of tha recordint'!s 
wildtracks wore used in DUISIY to add a greater depth of porspective to 

the filme A constant leitmotif of the backstreets of Bradford seenod, 

for instance, to be the sound of dogs barking in the distance, and the 
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cound recordist wont to some trouble to get cultable wildtracks of these 


together with recordings of trains going by and even the sound of the wind 
through the ctasa at the graveyard. It io up to the editor whether any 
of theca tracks are used, and ho will as often as not use atocl: library 
effects, bat authentic wildtracks can often play on inportant part in 
building up a total image. 


fn arguably more vital elonent which the sound-recordist has to prepare 
dis 'roontone’. fn exterior location will obviously goncrate a certain 
gaount of backpround nolso of which tracks can be recorded to cover cepa 
din dinlocue, or te play back over shots without dialogue, but even 
apparently silent interiora still have an ombient round of their oun, and 
the recordist will conacquontly mole recordings of thin troontone’ uhich 
can then be laid over tallont® pacsaces during the dub. thile troontanef 
dis usually barely audible, it helps to mako a soquence more continuous 
and convincing; if it was not there at the start ef a scene where, for 
instance, the dinlopus bepins after a few necomis delay, the effect could 
easily be similar to suddenly placing a granophone needle onto the lend~in 
groove of an LP, where you would hear the ambient cound attached, ce to 
open, to tho music in the ene way that you would hear the background 
sound attached to a dialogue track, but only so long as tho dinlocus 
track was ruming ~ for the period bofore that track canoe into operation 
a soction of Yroontone® would be required to fill the cop. 


In terua of gathering clean! dialogue tracks and ancilldary effects Mike 
wildtracics and reoatone, recording the nound for LUT ws then regarded 
es relatively straight-forward by tho sound recordist. ‘Tho bulls of the 
fila was in fact recorded by means of o sound creuts basic equipment - 

a Nagra tapo-recorder, a range of ami ~ and uni-directional microphones 
and a hand-held boon (wich was hondled ty the other member of the sound 
crew, a Doon Cpcrator). In addition, some radio microphones wore 


occasionally uscd for exterder scones or for interlar scenes which contained 
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a lot of movenont. Radio mikes consist of tiny, concealed electret- 
condenser microphones attached to mall transnitters which can be hidden 
within on actor's clothes, thus enabling the actors to nave about frecly 
without either having to trail cables about with then, or to contain their 
actions within the range of a fixed microphone. A radio mike was, for 
example, used to ples up the clergynan's speech during the fimeral, since 
at least one of his chota would be a long one whore it would have been 
difficult to place a conventional microphone close enouch without potting 
in shot (given tho problens of wird-noise in an oxterior ecene). 


Zuo aspects of tho filning did, however, roquire special attention ty ths 
sound-recordist, the first being a catter of technical provision, and tho 
second being related to a particular way of working. In order to record 
the pop croup for the beginning of part tuo of the film, the cound crew 
had to arrange for several additional items of equipment to be brought 

in just for the day. This included an extra Nagra, several extra 
nicrophanas, a mixer and a foldback systen, all of which was needed to 
ensure that sufficient separation was obtained between the diffcrent signals 
coming frost the group's instrunents nnd the dialogue. By using tho mixer 
the recordint could then pro-nix the instrments onto.one. tracls.to give a 
unifora, naturaleccuwnding tmaie track (vhich would have been inpossible for 
the cubbing editor to balance after the event in the absence of a multi- 
track recording) and thie track could thon bo played back through a 

nonitor for the group to mine to in subsequent taken, thus giving a sound 
contimity across different vieual shots. (The facility to play back a 
recording in this way being now as a 'Foldback' aysten). Since DRMY 

Was o Grovatined documentary, using actors, a script and carefully chosen 
locations, the producor was able to manipulate tho action in a different 
way than he could have manipulated and controlled the events in a otraight 
docuzentarye Dut as dixector Bernardo Dortoluccd has cald, although every. 
thing is pre-arranged in filming, ‘reality is oliunys there, so you leave 
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a& door open for it to come through'. In this cacc, the procucor wanted 
to leave two doors open = the first to allow for an accurato reconatruct- 
Son of Sandra'n life, and the second to allow for the reality of tho 
cituation at hand, that is, the exegesis of real locations, unscripted 
dialogue ond gpocetines real people. Nuch of the fining was consequently 
extomporiced, with filmed takes being usod in place of 'Staccer throughs! 
ex dreso rehearsals cuch that spontaneous dialogue and action could bo 
coptured. This method of working meant that the sound crew, for oxample, 
had to work in a lightly different way too; as the recordist explained: 


I'g not alumys sure what he (tho producer) wants, partly becmuse 
T don't think he always lmows. So in ay given situation you have 
to give Hin ovorythinn so that he can then make a choices. For 
exxmiple, on a three chot where you have got tuo people's backs to 
comera, you norcally just mike the person whe in facing the canora, 
but in this situation, where thore is a lot of improvised dinlozo, 
ond where you don't Imow how long the scone is going to rm, I also 
have to mike the people who are off cancra, becouse any dialogue 
they may cpenk may not be repeated in the next tale. 
By no means wag all of the filming conducted in exterporo; the Hotel scone 
was for example, extensively choreographed by the producer and rehearsed 
back in ths production offices in Portman Square (where the associated 
screams and shouts caused cone consternation among the after-hours 
cleansra) and a totnl control was to be exorcised during tho editing 
processes Tho sourch for authenticity nevertheless led to a rejection of 
Fornalien and o novo towards Cinéna-vdrité in many respects, one of tho 
results of which was the neutralisation of formal working practices for 
those menbers of tho unit who woro more used to straight drona than 
decunentarys This led to a rango of adaptive stratecies on their behalf, 
stretching fron the provision of a choice (of costume, props etc.) in the 
absence of formal design, to the adoption of tyorking-to-rule’ tactics: 
ono member of the crow, for oxample, volunteered that he had *Absolutely 
no enpathy with this way of filming’ and he ‘couldn't insgine why it is 
being made in the first place! ao he had decided to rogara it as ‘Just 


another job, I'll be glad when it's over.! 
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Uanirobe vromrations 


ae ne NN ASE aN RETITLED 


Cno of the woys in viich the wardrobe department could adopt to the variable 
conditions of the shoot was te provide a wide-ranging cholco of costunco. 
Over a thousand articles of clothing were in fact brought up to Bradford fron 
Tistrea, somo of which had beon drow froa the wardrobe stockroom there, 

nad come of vwiiich had been bought specially. In addition, a creat many 
clothes were bought froa rotall outlets in Bradford, and sone wore also 


borrowed froa the local television company in Leeds (Yorkshire Tolevision 
Ltde)s 


Vorl:ing as she normally did, in straight costume dramas set in the studio, tho 
Vardrobe supervisor customarily linised with the director, designer and mako-up 
people over lengthy porloda in order to match clothes to artist's porsonal 
colouring, thoir fictional backgrounds and tho requirements of tho script, and 
woen working with a perlod production, she would refer to standard referonce 
works in order to pinpoint precise styles and accessorics = 

Historical dramas are relatively easy, because with period 

things you kno exactly what tho shape and the style is, and 

you cannot really arguo with that. Dut nowadays fachion is so 

wooly and vague dressing people (correctly) is cnuch nore 

difficult, at least with a period thing you've pot soncthing 


you can slip to and find ripht away because you lmow what 


the clothes should lock like, you know what port of accersorics 
people used. 


Having boen rostered onto TAMMY only four wocks before the beginning of the 
choot, (aa a result of cone hold-ups associated with the naming dispute) 
the Vardrebe supervisor did not have so much tine to prepare costumes, on 


top of which the casting we inconplate at that point. ‘The Wardrobe departzent 


normally works to a mmbor of different poramatera} they have to imow detalis 


of period and special remulrenonts (such as uniforms, character parte and 
"Job descriptions’ which indicate the need to obtain "worlsing men's! clothes, 
‘chepkecperts! or 'profencionalts! costunca). Obviounly, the wardrobe 
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exmervicer would also need ta know the sox of different charactera, and 
viether they wore to be adults or children, Individual artist's neammre-~ 
renta would also need to be kmow such that the clothes would actually 
fit correctly, and the mmbor of different costuzes that amy one character 
vould need would also onter into tho departnent'!s calculations within 
tho overall linitations of the budgot. 


In the caso of TUG, rom of these paromoters wore not fined; particularly 
the details of individual actors since many wero cant after tho initial 
decisions of design had been takene Several of the actors had been anked 
to wear their own clothes in fact, but this is quite usual for nodern~ 

day productions, and sone actos even keep their old olothas for uso in 
period productions (providing the ported is still relatively modern - the 
actor playing the part of the early fiftien conmltant tore hin om tywonty- 
year old suite In auch cares a certain anoumt of monoy can ba caved for 
the production company by not having ta supply clothes, but the actors will 
ba paid a stall allowance in recompense). Tho lack of information in 
respect of actor's nensurenents and requirements caused somo concern te 


the wardrobe department, as the supervisor explained. 


At tho first ueoting with the producer wo were civen a 
ectipt and a basic outline but few detedis because of 
the castings That's been our main problem really. I 
mean it's alricht for make-up and sct-desion because they 
can sort of get on with it, but for us, not having 
nenmircnents you can't really cot on with onythine until 
the last minute. to hadn't netually met half the poople 
until we pot here (fradford) which is ono of the renrons 
why we've bought so many clothes heros Norsally, en a 
play, you havo people there and you fit thea up nroperly 
beforehand - if you have the cort of director which 

this one ig, who Likes to chooso things, you norcally 


have a lot of costume fittings before you start, but on 
this there just wasn't tine. 


The wardrobe novertheless had to be carefully and accurately chosen if the 
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realisn of tho flim win to be preserved, and apart fron relying upon the 
wardrobe aupervisor'a intuition ond experience, the producer also vont 
throush the vhole script, describing what he wonted and roferring to the 
photographs which he had collected in Bradford. The Vardrobo supervisor 
niso accompanied the producer on one of tho trips to Bradford hofore the 
shoot started for a fitting, ond drew up her ow vernion of the saript 
breakdown in ferma of costuce changes for the principal charactora, talcing 
into account all those paranoters nontioned above fo fer an they wore 
lmowne 


Sone of the wardrobe docicions had to take accomt of a character's ace (as 
opposed to nn acter's netunl ace) for which comultation uns undertaleon with 
the make-up departnont. Both Wlother' and ‘andra’ had to age through a 
number of yeara, tho mother in particular playing a range of about tyenty- 
goyen yoors, so here clothes had to conform with both period ond changing 
fanhion in rolntion to apparent agee On location, the wardrobe and nake- 

up departments in fact occupied intercorcrmnicating roons in the hotel co 
that they could work together nore earily ond co-ordinate the overall 
oppearance of each actor. This process would start for tho Yardrebe supervisor 
by makeing lists of requirenonts for cach actor or actress, using ay dcctailo 
which were available fron the casting formn which the Casting director 

had prepared, the initial list for "iothor? looked like this: 


NOTIOR 


POASURIS 3 


BREX BSaUSa US 
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SOU IY DOCUIIZARY' 


Yoight 55" Bust 3g" 


IOCATICN 


HOSPITAL 
TIDOORS = Cociang 


SUNGENL 
INDOORS #GATY 
DEAF SCIOL 


INDOORS 

TRON Inmocns 
DMRS, HAPEY 
TOOORS, KIS 
SWRI BATS 
OUTDOORS 


THTDOORS 
HOSPITAL WATTOG 


ee’ 


DOORS 
KIMEN 
HOSPITAL OFFTCS 
WLDDDOK 


Waist 27" Iip 39" Shoce 6-64 


Sane day Coat 
Coat 


Coat again 
Pregnant 


Coat, prenmant 
Different underneath} 
aoe ton 

Dreast feeding 


Sult = dressed ip 


Tressing pow 


Bost dren and cont 
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Using thie list of baskie requirements, the Vardrobo cupervisom thon selected 
a uuober of different cosbuscs for cach ccens fron which the mrocucer 

could choose ag he wished. Cinco such decisions wore often taken on the 
cay of the shoot, however, there was often Little tine to rake last~ 

mimate chances if the available choice of costuscs clashed with other 
considerations. For example, for the "Strip! scene, the Vardrobe supervisor 
had aelected two licht-coloured conta fer 'anirat and her friend, Cronss- 
eyed inne to wear inside the pub, the reasoning being that both characters 
chould by that stage in the film appear to be flmwboyant and proniscnous, 
with correspondingly ostentatious clothes. Since the kardrobe department 
had not dressed the crowd in that scone (because they were real people) 

it won not fully roaliced that the two girls would atand out rather 

nore than had boen intended, nince nost of tha other people in the pub 

wore drogoed in mare coahro groys and browns by the tine the actresses 
arrived on sot 1{ wan thon too Inte to find sone more coats cinco a lot 


of tine had already been used up in setting up the complicated Lichting 
for that scones 


The Wardrobe departsont conscquently bore a lot of recponsibility in ralding 
on initial selection of costunes, and even given the insurance of bringing 
a huge muber of clothes with then, the department atill bad to rely upon 
intuitive judgenents plus a little luck to arrive at the ‘right! choice. 
dpexrt from discussing the final. choice with the director during the shoot 
itcelf, the Wardrobe mupervicor also had to conoider a nusber of technical 
factors, like making sure that 'repeatat wore available, that 4a, hoving 

a minber of identical shirta for oan actor to wear during difforont takes 

of a scene in wadeh his chirt would he Likely te bo ripped cr stained 
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in cooe way - as in the violence of the notel ccente Sinilorly, it is 

a coneral rule of telovision production to avoid having bold stripes in 
Clothes, since these can cause interference patterna when the picture in 
ccanned, and large arcas of blue in clothes or: backcrounds can appear 

to be umaturally bright on a TV sereen. 


The actors thenselves nlso played a pert in the depertment's work. ‘Veoling 
the part? haa a lot to do with the contuce one is wearinm, co actors and 
actresses ara quite likely to argua against having to wear particular 
outfits Lf they feel strongly about then. In the evant, tho cast of 

LUNY were quite happy about the costumes they wars, and as tho rain 

actress pointa out in the following quote, even the comparatively miner 
consideration of footwoar can mate a considerable difference to an actor's 
performance. (Lord Olivier, I ehould point out, has caid that the whole 
coerat of ncting is to be awmro of what one's fect are doing). 


The problen for wardrobe are vast, cimply because the fin 
covers twenty-nine years. But whatever the problets have 
been the night before, there has not been one mingle scene 
that I've done whora I hava been unhappy ahout what I'n 
wearing. I've had sleeplose nichts thinking that tho 
clothes mre quite wrong, but when I've actunlly cot there 
they have beon fine. Costume can make a fantastic difforenca, 
end tho choice for m in a mattor of whothar it fools right. 
I have a very strong dmago of (the original Sandra), bat 

it is more difficult to got sone aspects than others. 

For instance, if I am wearing the flat-heeled shoes I tend 
to walkuith mors confidence, but this is urong. Because 
(Sendra) is a chort-lecced Indy che takes Little strides, 
amd che sort of stumbles along, not because che in drunk; 
it’s a sort of eagerness without any purposo, a confusion 
which goons through her fect into her whole body. ‘The 

tines whan Itve dono that bect are when Itve had auiuard, 
heeled shoes, or whon there have been cobble stones to 

walls over’, At made the actual. landing of the feet sort of 
mnequale 


Several of the actora, notably the main actress, had spent sono tine with 
the original fonily and could therefore help the wardrobe depattmont by 
seaoribing the kind of clothes and accessories which the original. psople used. 


2a4 


wtros the choice of clothts war Mnited to those ubich the department 
tad brought with then, ond these which they could obtain locally, the 
actrens could not necessarily ercure that her costumes wore authentic 
in overy detail, but cho csuld certainly keen the wardrobe deportnont 
informed as to types of clothing that tho original Sandra would nat have 


WIN. 


Cne nore factor wiich the Vardrebo supervinor had to take into account 

vhon malting hor proparntions was that of tnpecial cffects'! with regard 

to costunese «Strictly spcalcing, axything to do with an actor's clothes 

4n the Vardrobe department's responsibility, uhich moans, for inctonce, 

that any blood which has cpflt from one of the cake-up departmontta 
twounds? onto on erticle of clothing shonld in theory be applied by the 
Vardrobe people rnther than tho make-up Lady. In peacticd, make-up would 
usually oblige with some strategically placed dabs of theatrical blood 
Qmown as “ensington Goret) but en I mentioned, it was certainly Verdrobets 
responsibility to supply a mmber of altornative articles of clathing 

chonld repeats be necded. Similarly, Wardrobe had to propare for cuch 
evyentualities as preguancies (by cupplying a belted cunticn for the 

actress to wear) oy infurica (Eondages), and the mpervicor had to 
constantly cnoure that clothes did not lock too nov. Thera were two 
Dreavers attached to tha unit, one for either sox, whose job it was to 
Cress the actora and attend to rumilng repairs, but they would also wear~ 
in brand new elethes before dresaing tho actors to cave then from loolding 
too new. Hon'e shirts sre a particuler problen in this respect, since 
new ones will contain the packing crenseay for tha Hotel. cceno, where 
amaber of ‘repeats! were needed, the Male Preeser cpent most of the 


day weerdng three or fou chirts at ence in order ta "De-new! thes as he 


put it. There cre aloo varieus artificial comeunds with which clothes 
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con bo dusted, spattered with crease or made to loolt qonerally grimy without 


permmmently dazaging then or creating a health hazard for their wearers, and 
ch preparations are also the responsibility of the Yerdrobs department 
along with the provision of articles cuch as piles of wachins or the 


contents of suitcases (nlthouch these will actually be arranged on the 
ect by the denicner). 


Helo-up preparst tons 


Both of tho mkae-up people working on DU2W ~ the Make-up Supervisor and 
hor ansistant heard about tha programme a little carlier than tho 
Vardzobe department. Tho Make-up myervisor was first contacted ty her 
head of department at Eistree during tue Inst wools in Felounry 19773 


She acked mo if I would rind going away for flve woeko, 
and told me a bit nbout the programice To had, in fact, 
nilready heard about it because thore had been various 
vion problens about it which were obviously going round 
the tuildings. aAnyway, I said yes, because it's good to 
got away fron the studio for a bLt, and it seemed a 
challenge more than anything eleee They wore at that 
tine asking for a miniena crow you soa, and in fact all 
T heard at first was that thore was only going to bo one 
actresa, with everyone elee boing taken off the streats 
dn Bradford. In the end, of courno, the cast-liat was 
wiz pages long, but it was interesting to try and cope 
with that - every tine the pheng rang there wan another 
perngon on the listeee I first mot the producer about a 
week Inter, and ha gave ce a basic mumiown of the shou, 
but dida't in fact fo into any detail about the ccar~ 
tinsue ané co one I was chiefly thinking obout the 
change that the actress would have to co through, I mean 
she had to fo through quite on change in ago, from sixteen 
ta twenty-neveon, 50 I caid that I'd lilm to mec$ her to 
@iscuso the varioun things which needed to be dono. 


The problem of altering the actress's (real) age became a major concern 

of the make-tp department, and they faced sinilar difficulties with "iethar’. 
In both cases the actresaes were required to pley younrer characters than 
their actual ages, and in "other's! case, the actrees nlso had ta play 

come Boones where the charncter wna older than her real ago. While 


ageing a character is relatively easy to accomplish (by adding shadow, 
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ege-lincs and different wigs), it is alseys more difficult to mike an 
aster appear to bo younger than ke or che really ia, alncs tend of 
aiding to a face, you have to disguise what is already there. fe tho 
gupervinor pointed out, the rain actress had a very stracg face ~ a wonanls 
foco rather than a girl's - aid there is very Mttle that ono can do 
avout that boyond using very subtle, light make-up and paying particular 
attention to the hair (by mal:ing the hair Looma and ratural-loaldng, 
wWiich can alge help to frane tho face and reduca the relative prominence 
of tho fenturan}. Moko-wm is only one factor Involved, of couse, ond 
eoreful use of lighting can help enormously in this respect; as em 
the choles of costune ond acting ability. When the main actreas had 
to ploy Sandra at about sixtecn or neventeon in the fairground, for 
exrmle, cho discovered that by chmring a piace of pts? che could more 
ensily project a sonne of youthful energy; a icind of imnce temo that 
eo felt vould be Lacking in an older version of the girl. Tho prsonnlity 
of different acters ws in fact of almost equnl isportance ns baste 
face-rhopes for the malte-up pecple when they wore preparing thea for 
cpocdfic parts, as the suporvisor explained: 

You hava to tale both into coneddoration. “other! is no 

goed axanple ~ she ia supposed to be quite young; twenty- 
Live, at the beginning, and until wo'vo ceen tho ruches I 
will not be sure that wo have succeeded there, but tamrds 
the end of the proprem:e sho was marvellous to male older, 
and to loots cick, beenuse as goon as sho wall:n into the mke- 
Wa roca cha starts acting the part. Fron nake-wpts point 


of view, to actually cos her starting to nag is a crent 
help, you work on tho character rather than the actrearne 


Uaking actora Lock older, youngor, sick or hoalthy are all reparded as 
a rattor of profoscianal exportine by a mako-up artist, and civon a 

face to work upon and a good range of basic equirmont and materials most 
things can be achloved (*Eafore’ and 'After’ photographs of woll~knom 
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ecters boing a staple dict of tabloids ami the Mundayn). Con of the 
vorenctorsa set by this particular propras:e vore, bowover, far more 
mecific, Like the Vardrebo department, Make-up had to take account of 
period by attending to changing hairstyles and details such ac changing 
fashion in lipsticl-colour, ond it wan the Nalce-up departnont's opecial 
responsibility to cop? with the nlysieal dammgo Mich "andra! suffered 
nt different points in the ffin. 


Tho real Sandra had been severely beaten on severnl different occaaions, 
mud her face bare witness to this (which of course it does te thio day). 
She had been clashed acress hor upper left cheekbone with a idltchen imtfe 
ty her firct boyfriond, and had never received proper plastic surgery 

for this, ouch the scar resainod obvious and had to be midied with a 
heavy cosmetic base. Tho cheekbona itself anpoarad to ve damneed tea, and 
har nose had been broken and badly reset at least ones. Fron a purely 
clinical point of view, the problens of ropreducing such daware verg 
consequently ¢normoun, mid the broken nese was never fully indicated in 

the finished fila (ninco the actrors would have to havo coped with extensive 
presthatiec make-up throughout the whole of part three of the fn). Tho 
scar, on the othor hand, wan repreduced with ag much accuracy as possible, 
since the incident which caused it was considered to bo a pivotal 

episode in the girl's life and the producer wanted to report it as 
cuthentically as he could. 


Tw producer had collected a rambor of photographs wilch the nalte-up 
cuporvisor could refer to in planning Condrats malse-up, but he also 
arranged for the supervisor to visit the original girl in Bradford: 
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To cme um to Tendford for a day in March and nat 
tho foully and of course (fandra). I asked to see 
ALL hor seare ane? cho vent a &fh shy and coy when 
I acked to see the ones on her body, but I reaarured 
her that ve war al’ yoman - since Toyant up on the 
sone day that two of the actrecses vere there too « 
and cho aceerd. Tht actually not mre about thin, and 
Io think quite oa few of un hope that the program me 
WILL nok cercattonaline it all... but fro cur point 
of view I rarmoce wo are trying to mike 1b more 
realistic; nlthouch how ve are coltig to cone with 
the battering, the uycken Jaw and the mrolien nose - 
non surdor in fact at the motel ~ Ita not sure. If 
juot cope with it whom the day comes; it really 
deponde won how much tire we hervees. 


Wot o lot as Lt tuened cut; neither the make-up depertcent ner the nroducer 
hed fully renlincd just hear long 4t would trke to apply Gnndrats meke-up 
before each day's shooting, and ceveral delaya wore enused here os voll 
as during the course of como day's chocting where scence wore flimed 
echronologically (auch that make-up had te be altercd bolf-uay through 
the day)» ‘There wore cevernl reanons for thin; os a general rule tho 
preducer had wanted to maintain as lov a profile as he could while 
fining in lécarions which involved working institutions Like pubs er 
hozpitals aince not only could thelr normal business have been disrunted by 
tho unit, but it ws precisely this nersal business that the rrodacer 
yeited to capture on film. Mo therofors wanted to propare such locations 
with the mink of fuso (and with a minimun number of personnal) so most 

£ the preparationa which Verdrobe and Hakeeun had to ake were curried 
out back ab the hotel. ‘he actoro wore often, therefore, the last people 
to serive on cet having beon drecned and made-up elocubere. Since the 
cirector was physically unable to suporvise beth the locations and the 
Make-up and Latrobe ot the came time (which he could have dont had toth 
operations been carried out in the som place) any alterations which he 
wanted had to be made te the finished doh, no to pecs, and anmetinas 


226 


tis would involve heving to cond an actor bach to the hotel again, cr 

to wait whlle a monber of the arproprigte departcent roturned there to 
foteh the required matordal, lle this cart of cituation placed a heavy 
reopossibility upon tho Make-up department it was not ueccacardly tho 
recult of inadequate plansin:; the largo nusber of varying factors 

that contribute to the calcing of a filn simply do not alimys souk together 
perfectly, and the overriding constraint of tine will often mean that 
adaptive strateples have to be worked out oa the spot - olnost Incvitably 
to the incenventencs of differant members oftha anit. For asmaple, there 
yore to be two scenes of Srowra vorlcing in a dry-cleaning factory, both 
befaro and after cha kad been rearred. Tho firet seone wan flleed (aims 
ceo) during a mormming when a related ctere of andra being picked up 

fron the factory by ker boyfriend was also to have been chot. By lunchtine, 
the car in which the boyfriend was to have arrivod had not turned up, 20 
no por schecule, Sandra wan tade-up withthe eecar din order to choot tho 
chronologically later scene in the factory. After that scans had been 
completed the car eventually arrived, which meant that there wan an 
unscheduled dolay ag tho scar us sonoved again in order to shoot the 
chronologically carlicr scene, Tho sear then had to be replaced fer 

the next mcene to bo shot + in tho hospital - which ceant that the dolay 
had by that tine been caxpounded to nbout two hourse Not only are such 
delaya exponsive, especially if they mean going into overtine, but if on 
has arranged to be at a sensitive location Like a voriding hospital at 


a particular tine, and thon arrive late, there is a distinct possibility 
that permission will bo rovoled. 


Tho tine factor vas consequently a source of presaure for the Make-up 
Cepartnent ast indeed it was for all the obher members of the unit. Zhore 


is, houcver, on deportant defining variable in the Make-up dopartmontts case 
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wich other departments de not necessarily clare. Tus is tho fact that 
Natoeun hag to apply on tho cay: whilo the maporvisor may Imzcw exactly 
vint effect che wishes to achieve in advance, so ctill kas to actually 
produso that offest fcan ceratch cvory tice. ‘The acters cannot sleep 
wivllst wearing nalwe-up that linac boen carefully worked out at the Moke-up 
coparticnat's lelguro, and moto-up canpot bo cinply or qufcidy put on on 
actor in the sano way that a castume cane Equally, on actor has to be 
wendled with a certain onoutt of consitivity if only fer the prapmntic 
rescon of abloving then to turn in a good performance, no it besornes 
counter-produstive to cehedule Moke-up appointments too early in the 
nortinte - Vhile a location can bo T1t and dreased voll in advance of 
chooting ~ porhaps doys bofore - the make-up necessarily has to be 
prepared virtually durin potential chooting-tins, so an unomected 
delay is almost bound to put beck everything alno.e ‘Aq I mentioned, the 
producer often used takes in the place of rehearsals for reasons of 
guining a spontaneity in tho action, but this can olss Yo esen an a wy 
of extending his shooting~tine piven the fact that ty tho tine the cain 
setress arrived from Malo-up most of the rest of the sot wan ready to 


fo, oo dispensing with rehearsals or 'otegger-throucts! could simnly 
save tinte 


Nost of the locations were only used once dn the fin as 2 vhole, that 

is to cay, they racely appeared as tho came location for difforent eceness 
Zasy therefore had to ampear to be continuous across different shots 
within tha coe ceone, but not eeress differcnt acenco. Sandra herself, 
hoover, bad tu. .aintain a continulty acrosa several different ecenos, 
which ucant that hor make-up not only kad te be applied afresh each day, 
but that i$ often had ta bo exactly the came cach tine. Agnin, this ia 
rather diffsront fron the case of the Vardroboa, alnce continidty of coctune 
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rasta bo achieved sirmly ty wing the somo clothes for different ceennte 
mie sear vidieh Sandra emmoars to kave for the uholo of parts two and 
~upac af the film is, ty contrant, the result ef perhaps twenty different 
woencrentionsa ef Lt ty the Meke-uwp dcpartrent over a period of caveral 


Per 
wee 


Go ensure the contimiuty of the appearance of the coor (yviich would te 
checked by the FA and tho director on set) the [oke-up supervises: constantly 
referred to her collection of photographs ond fneecharts of both the 
eriginal girl and the actress. Tha acer had to appear to be in the sons 
position all the tine, but it also had to appear to heal os time vent 
py, ond warious ttricks of the trade’ could he used to ensure this. 
Various collodiona (rixtures of alcohol and ether with elther pyroxylin 
or a resin) have boen nsod in the past to contract tho alin to produce 
nearelike ridges, but TM's Unkoeup department preferred to use sore 
aodern plastic solutions which loo: and behave a Little lie the 
proprictary gluo Copydex, and which are less kelp to affect sonsitive 
cing. This cort of preparation vas consequantly used for the ceones 


ienediately Sollowing tho scarring in f{Lla-time, and then for later scenes 


the sear was oinply indiented by drrsring it onte the ectross's faco with 
& wat Linkng pencil. Nere complicated prosthetics were prepared ao they 
were needed; some facial ocabo vere necded for soma of tho later ssones 
to indieato veroreal discane (for Sandra) ond thees wore prepared fra 


sanll daba of the plastic colution which wore then scaled and coloured 


with otendard creasopeint. Such additions can be enaily ronoved sisply 


by pooling than off (sometincs with the aid of 4 Little surplcal spirit) 
end the actress delighted in daing so after each ecaslon ~ souctines 
Cistritating her Yecabst as seuvonire to tho ever-present leenl chilutren. 
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io nost estonsive ploce of slie-up ultich bed to be premired wan for the 
Votel scone, “G the Molse-w) cunorvisor indfeated, the orieian’ cis) had 
clsost boon billed hers, Kaving her nose and jou brolon as a result 
ef using imecdad in tho face and hit repeatedly with a cteol radiator 
cholf. (tho scene was filmed in the actual motel where tho ineddont 
had eriginally happened, and the radintor-shelf fron the eriginal root 
yng still bent and buckled at tho tina of the choot). Host of the 
suolling and distortion of the actresa's free was nchieved by eraminn 
tor mouth full of plecen of fort rubber, and filline cut the exterior 
with mortician's wax. A scaler and heavy cale-foumdation was then 
applied, the star draw in, oul liberal dabe of 'Kenainston Goret applied 
over the top. This theatrical blood tends to dry out fairly owickly, 
end most preascpaints ord foundationa will tend ta bacere absorbed after 
a few hours, or dincipated throuch perepiration, so tho cumerviner 
or her noolstant had to cone out with the netors to the set in order to 
vo on hexkt to touch up their work during the day, or to alter it an 
needed (eege increasing tho flow of "blood! during a nceno). Cne of 
the nost-often used prenarntionns tas an astringent Uicwid which, in 
acting Like an after-chave, could be used to frechen-un an actor’ soko 
without having to conplotely re-touch dt, and whitch, incldantally, vas 


favoured by sone nonbers of the crew as a quicl: refuvenater whlle 


filming in nese of the hotter, mmollire locations. 
Cae er two nepects of the makeup could be prepared in advances wl, 
for eranplo, had to be ordered and fitted tefero the choot started » ond 
ceveral Wig checke! were arranged for divferent actressas in the weoles 
proceeding the move up to Dradford. A eatora test war also arranged 


for the main actrous at tho end of March in arder to check: the proposed 
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modelling of tho scar (to ceo that it locked credible, even though it 
wos an unusual dicfirurenent) and ceverall epecifie features which the 
mroducer vented to include were added to the cumrvisor's ehecltlists. 
There is a churacter in the film called tOronm-cyed fmne', for example, 
om in order to rive the s¢tress the apmnropriate squint, a corneal 
eomtnct lens with a dieninced iris wan specially made up by an optician 
(at a cost of £70; an expense which wis actually wasted since the 
pirl is never clearly-crnouch in shot to regicter the equint). Sinilarly, 
the Halte-up oupervisor had made notes about items such as tattoos viiich 
the producer unnted certain characters to woare The oririnal of the 
mmalietine criminal whom Sandra takes up with after her firnt boyfriend 
has left actually had 'Out heret tattooed above a dotted line around 
his throat, but the producer had decided to onkt this in cnso it Joalsed 
Lilte an addition, even thowth it was actually authentic, This character 
uss nevertheless given the 'tattass! of tLove! and Unte!? on the lomeldies 
of each hand, thith are orcinbly nore nortal (and realirtics it io 
interesting to note kere that the bay's father in one of the producer's 
earlier films, HOM, also had the cant tattoos, whitch wors in that cane 
reat). Candrn herself alno had a emall tattoo « Mother? ~ on her forcarn, 
ond pil thease maritings wore applied by tho supervisor with o felt-tip pone 
while ouch details were all part of the aearch for authenticity, thoy 
were alco conuidered to bo esnential additions to the fabric of 
characterisation cince tho producer felt that hin qudience would notice 
oven tiny details Like thene, and would use thea to build up a more complete 
picture of characters and their contexts (Tnttoos, for example, can imply 
that a character hac a 'histary!? beyond the demediate netioa in which 
te ic oeen to bo involved). Corrulatively, on inattention to dotadl could 


AUTEN TREC HIE AE 


231 
perhaps wreck an audionce's 'willing suspension of dishelief*, so particular 
care had to be taken to ensure that details such ans tattoos maintained 
a continuity. At one point, for exemple, it was noticed that the 'Love~-hate! 
tattoos had changed colour - the make-up department had been using black 
folt tip, and inadvertantly changed to bluc, so this was quickly rectified. 
Another little detail concerned a natural mole which the actress had 
uponficr cheek; to snve having to play all her scenes with the mole 
disguised undor a cake-foundation, a make-up mole was added to the 


faces of the other three versions of 'Sandra’. 


Gne last consideration which the Make-up department had to tale into 

account gaa their personal relationship with actors. It is an unwritten 
function of the Make-up personnel to net a little like confcssors3 

since they are very often the last people whom tho actors talk to prior 

to playing their scones, they consider that they have a responsibility 

to reassure artists, or to listen attentively to frouses, fears and problems. 


The sane sensitivity has to apply on set too, as the supervisor explained: 


The actors bear a heavy responsibility, and on a drama 
like this it has all got to come from the person; I mean, 
we can't go in there and break up the atmosphere - the 
actors aro going through it until they get it right, and 
if the make-up artist then goes in and starts prinking 
and preening you are going to break their concentration. 
You have to very much choose your moment sometimes, and 


before they go you sometimes have to calm then down, or 
bring then up. 


Special effects preparations 


Just as the areas in which the Vardrobe and Make-up operate are drictly 
demarcated accersing to custon and union rulings, so certain aspects of 
dressing or preparing a sot or location are broken down into different 

fictions. Thus it is the designer's job to organise, through his props 


buyer and props men, tha arrangenont of different picces of furniture or 
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hounsheldt articles on aot, tut if any of thooe articles need te be 
toracticalt, that is, to work in some way, then they become the 
responsibility of other matbers of the wit. If nn iron oa 
television ect needs to actually function, it is therofero the 
eloetrictante fob to sole mare that they are wired un correctlys ‘Vhilo 
this enmuten that thare is (theoretically) plonty of worl: for different 
people to do co that eustonary ramiing Levels can be maintained, there 
495 nico tho rractionl coasideration of pernonal insurance} if ons 

of the prone men had connected up a television cet, for orample, and 

it eubsenuently explodes and hurts somebody, then tho question of 


compensation becomes exceadinrly comlLoxe 


Ionscial’ effects weyond thane cf electrical mantients Seceme, in turn, 
the reoponsibility of another member of the crew, the “recial “fects 


cupervisore ‘There were very frw special effects on TETY, tut those 
which were remtvlred coant that a Special Effects cupervisor had to be 
trownt wp from clstre: for each ones Tho main effeot which he provided 
vas emeke; for come of the period ccenes dn part ane af the film the 
producer wanted toe film in a slightly hazy otnosphers since this pives 


e certain texture to the fem. By this T moan that th: quality of the 


Llisht can be changed in mitic hat inportart says - sunlicht sbremsing 
into a roca can be more ctrouply indicated if there is a heriners to 

the atmosphere, sinee the Licht will pick out the tiny particles of which 
the emoke consist. lven thouch that Smurndirht! may be conning from on 
artificial light mteide the window, and be reinforced by auriltary 
interior Lighting, the rroenerce of mnote can help to ceive thnt lirht a 


Gicection In the come way that the rays of the mum enter a ree at an 


cblicuo engle, and the realien of n particular ecens can thoreby be enhanced 


233 


2 


2 Wight haninces im on imaco can also bo used conventionally to cignify 
'khc past! (in the come way that Alen Parker's Novis cosmercials are 
cosipnead to couvey a fooling of childhood cemary by deliberately 
softening tho images) as a kicd of analogue of the alight distartion 
that memory cai give to a scone in one's past - "blue remembored hiliat ~ 
the caaoradan in fact: caid that he wan trying to malre the quality of the 
Light in some of the carly ccenea Valmost dreanlile' by having his 
exterlox Lights set really hich, chining through tissues mor and then 
throuph the hacy intericr. 


So pot this effect, the producer win thyarted in his attarmt to gat all 
the crew to stand around chain-nnolding by the arrival of the Special 
\ffeets ouperviser end iin smoke michinee Thin was imew as a 'fee-cgua! 
ead is a olightly adapted version of a proprictary device used for blewing 
cack> into bechives in order to make the occupmts sufficiently docile 

to handle, Scall cakes of an oil-bascd compound are clowly burnt uithin 
thin covieo, and muds: can then be released in controlled “ursts to 

linger at the requirad dunnity within a roocte 


A vather Lorcer version 


woo alee used to fU11 the pub Lor the "Strip! scene ith anoke, but 


this time the produccr actually wanted the pub to appcer anciey in order 


to help bulld up an image of a crowded, busy club. 

the Specklal Effects supervisor also hed to prepara a ‘practical’ Zire in 
the grate ef the period house's front roon. Ina studisc, auch a fire 
night be signified by biding a cas Wurnar beneath soe asbestos 'eaalat 
co by using a lycopediua pot (where flexes are produced by controlling 
tho floy of air through sone lycopodiun powder epriniied around a 


burning wick), but in this case a real fire was produced since there ws 
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ao iniedfate dancer of catching a cet alight (and the actors and crew 
could alse keop warn during; cone very cold day's shooting). Tha major 
effect Watch the film required was the ccarring of Candra's face 
at the beginaing of part two, and for this the supervisor propared a 
cpecial knife which bad a thin tubo tapes to one side leading up to 
the supervisor hincel? who would then stand oa a chair to pow "blood! 
dam tho tube and this out of its other ond, Tic actor playing the 
veyfriend then drow the knife slowly across Mandra's' face, with 
the irl in closeup ont the tube hidden bensath the Imifre ‘a the 


tiade moved across her face, the blood would then cone cut (froa the 


Bate 


tmife, in fact, thouck by inference fren the wound) to ciomify that a 


cut had boen made. Two undereranicing the cemerna,s the whiele netion could 


Hin he opreded un fer t's Pinished flim to produce the recuired offocte 


mere wore tvo main rencons for undercraniiing hore; fleotly, if the 


ect tad bean fLilecd in renl-tine there would have teen soto Likelihood 


of Icting the actrean ‘Yyecause of the cpeod of the ainsh, at eccamly, 


th~ cut had to te ascurctst:: nlaced on the actress's fee> in roltaké: 


te tho origina? (and in contimity with the eake-un scar weieh had alrendy 


teen fLlsed achkronolozically). Im fact, the uhole chot ir vwint is called 
a fchent!, since sich a wamd would not atert to bleed imodiately, but 


rinse it would only bo on sereen fox a very short tino Cabcut five frenes) 
thin method wag felt to be valid. 
The only athor plece of mmecial apparatus that had te be prepared Ucfarchand 


win a mwll imife with = vrotracttohle blade that fancre would uss te ctab 


the aris at the end of the film. In the cloaeeup wich showed the kaife 


conerently penetratin: the mmi'c chest, the thadie of thin Imdfe would 


ther, - honefully - retract into the keandle,. wo knives wero actunlly propared, 


PLATE - 8 


The moment at which Sandra is scarred by her 


(Showing the Special Effects knife injecting theatrical 
blood onto the face). 


boyfriend 
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eno of which was to be uscd in another cloce-up Viiere Sandra is cham 
picking the knife up and hiding it in hor pocket. Tho two Kalves wore 
{identical except insofar as one of thom was real, and tis menrly causod 
the classic stage accident caring the extremely linited time in uiich 
the stabbing ccomo was shot, clnce in the fading Ment there was sons 


confusion over wich Imife wns which, 


Action Vahtoler 


Thess are specially hircd cars, lorricn or 'character! vehicles such 

oo bunct, vintage or veteran automobiles and police cars er ovbulances. 
Vehicles can be hired fron local collections or dealers, om indeed fron 
cas-hire firne if the vohicle has to be a current modol, althouch the 
lntter are usunlly careful to cnsure that nev cars aro not uned for chase 
coquences or crasnes Custon fLins appear to have solved thin problon 

by cornerdng the marict in old Jasuars for crash sequences in THS SVEUICY). 
A naaber of vehicles were needed for DUMHY, and arnin, these vould be 

tho responsibility of an \ction Vehicles namagere Gdneo action vehicles 
are not ordinarily uscd in a studle context, the manarer in this caso 


was a freelance, and it uns hin job to obtain the vehicles to the producer's 
instructions. 


For the perded acenos in the film an carly fifties Lerry was hired frog 

A local collector (to be uscd as a coal lerry for a scone vhich wag 
eventually rejected) plus a 1951 Leyland tus from the save collection. 

Tho bus waa dn fact a country vorsion, with m lowered roof no that it could 
ragotinte low country bridges, but old buses are fev and far botwoen, 

co this one waa used ag a ‘tam! bus and decorated with poriod advertisenents 
for the part (on one sido only, since the other side wuld rover be in shot). 


avo tare wero needed far the ccones in part ons where Sondra is with the 
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The 1950's period bus used for scenes in part one. 
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first boyfriend; the first boing the ear which the bovfriend actually 
drove, and the cecond being one to stand in the drive nt hie parentts 
house. In the corint, Ian's (ia. tho boyfriend's) car in a cperts 
cocal, but the producer had decided that the contract betucen “andra 

ani the niddle-clasa bey wan slready coinr to be cufficiently indicated 
ty tho differences in pecentoe, attituden and homes, ro the apnenrarnce 

of a sportoecar night have had the cffect of rndging tho authenticity 
towards being a ctercotypo. Mindlarly, a cperts-car mipht have appeared 
to be the boy's personal. property, which would then have implied a 
greater wealth ond independence on his behalf, and may alco have given 
tho depression that bo une mxteviat older than Candra. None of this 

na intended, mince Tan's interest in Sandya had to ampear to be cred&ble, 


end om overomphacio of the difference between the two younzstorsa could 


only stretch that eradinility. 


Tt wa thorefore decited te ase a rolotively Inmrensive car, but ono 
wWiich could conceivably iaave Ueen the feably's neecond one eather than 
ants cun cate In the slobe i+ which tho car oppeors at Sentratn house 
it vas alco the only cer in the ctreot, co the mere fact that the boy 
had aceces to a car could bo usod to cignify the differonces botwoen hin 
hactireund ond hora. The cam chonon was a blue Voleelcy, ant the Action 
Veicles monnver aloo obtained a Rover 3 ‘dtre to stand in the drive 
of Tan's house to indiente that the fankily had two (the Novor itself boing 


a vory ‘elasny' car). 


Tho ents thencelves had to Seltil a nusber of requiremrtse Cuviounly, 
Ieiw'!s cor bad toa be functional since g minber of scenan reenired it ta 
Lo riven, and both cara tnd to be in period at about 197%, Toth the 


particular cedels wore in production at the time, but 


the nur er-nintos 


had to be changed co that the ycar=Lotter: (*Bt) was correct, and both cara 


za 


fis> idd’to appear to be relatively now; even thous: the wehicle? -ore 
stually ten om tyelve yearn old, they hed to apmear to be no sere than 

perkars one om tim yeasn old. Ths first Volecley which the ranater 

fomd was dn fact in a nevry ciate and had to bt chanred, and the Rover 


waco efodine a rear lnener co une only chot frot its trood sida’. For 


technical reasons, Ian's cor alco kad to have a lrtinated windrercon, 


since conte of the ahots vould be throurh the windsereen of the occupauts, 


end on merely tourhened eereen weld produce clares ond distortions in 


the image. Sinklarly, any identifying itens cach as tax-dincs had to 


be chanmed or roved out of chot, and all the bright-work of the enra had 


to bo treated with a lanolin epray to minisise Mares and mflections. 


She Action Vehicles sannzcr ean olso acized to nupply tuo near-modern 
Ford Certinas, omm for tir couvle who ncarly hit the stabbed man as he 


we 


giertbleo into the rea’ tounrds the ond of the film, and tho other for 


the Went Nant at the rotel. Tula sscond Cortina vas clearly epocdfied 


to be pold dn colo ciren the Meat “on wos hincelf wott-drennad, clean-cut 


and a little 'flackt £- cortenet to Sanden, who was Wy that start godig 


rapidly dewhill, and amic, the eax had to hove a Iominnated windsereony 
ince cevernl chote would te talzen from a No-lit Camera Crnackst attached 
to the front of the ear Comimted cide-windour for movine profile chots 


ore unnecersary oinee the winetoy can cinply be wound ¢ 


5 aie 
me 


Several police carn and an ombulance were neoded too; the omimilance was 


iy. Sart a ronl ona, bul tho oolfee operate certain miles abet r eying 


thedy vehicles on fiir. “ine> &t in actually an offener to drive an 


evnet ronlica of a polico car on the ead, espockally ome witt the 


identifying marke of n particular forces, the Action Vehicles moacer 


ovtained a plain Waite Cortina and a blue Horris to wiilel cid:~flaches, 


Wolice’ sirus and flashing lights ver added Just for the chootings itself. 


ane copings ure clichtlr different fron standard police signs, end 


were only attached to tie corse coneernad at the Inst minute cuch that the 


ronacer did not hove to drive threach Bradford with the Dall maridxps 


disolayed. 


any further alterations ulich had to be cade te cars were then carried 
out, through the custcsery divicion of labour, ly tho appropriate 


personnel, Tho camer: crow therefore rigged internal lights for the 
cars, whieh wore then operated by the lighting ercw, ond the sound 
wait rirgdd thea with mic. opis and radlo-mikes, The 


aT ae 
“on, Tho Hast tan's 


Cortina was, for exzamle, rigged for sound both internally and 


externally, with intornal mikes for the dialoguo and an extcrnal microphone 
tonod at the roar of t': car te pick: up the coun of the oxhaust (to coparate 


thir track fron the dinloowe trache In tho event a library trach woo 


fa 


ued for tho com's encire noise during the dubbing, cince the Cortina 


was ~~ nutomatic, and its csycine nodso sounded camewhat discomiccted 


fron the virunl imare.; ‘inilarly, the Citrooa “CV vine: was used ag a 
tractting velilele for tho cum rn at the motel waa the responsibility, act 
ef the “ction Vehicles rennreeor 


Be et Fe 


2» Dut of the catiera crew, and the unit's 
om tratspert dmindboces, hired cars end vans) was hondled by the transport 
moor at Dlstrode 


Tarhtine 


enarations 


Since real locations were being used, and the filming was to some extent 
cependent upon existing nntural Light sources, much of the artificial 
lishting waa not prepared in detail until the crev were actually ton sett, 
As I pointed out in the section on locations, however, a monbexr of the 
lirhting crew had accompanied the cansraman od the producer on one of 


the "location opotting' expeditions to Bradford in order to make a note 
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of ony obvious requirccents which they would neede ‘Sonctimes the phyaical. 
new$efton of a lenntio vorld mean that epecial emuipment kad to be 
pe wightioned fea: i claudio, and wuore exicting lights wore to ba boosted 
the lighting cepartecnt had to check boforchand that the fittings could 
tote the mare pourrfr? 7» lbw. A oceno van to bo shot, for exomila, 
facies Thil's (the cowl’ tise embtinnita) lodginrs, where a (Ev Licht was 


needed Gubside te provide 'sundicht!. Unfortunately, ther ucs a sixteon~ 


foot drop from the wincow to the pround nt that particular location, so 
tho Linhtine departre st “ind to make cure that they broneht a oubtable 
extension for the normel stand with then on that ccensiom. Jinilarly, 
4t wns Imow in advance thet some scenea would have to be shot 
*dayeforenigut', so phonty of blackout material was troucht alonge 

Tue intorlor scone in the litchen of the ‘middle-class house’ where 


Sentra ig scarred uns, Por cormplo, a night ceeno, but was actually 


meheduled to bo chot in t'w daytime for the convenlenco of the crew, 


to save on avortine and to reduce the impesition on the omers of the 


houses For thin rarticular scene, on I mentioned, the Uphting department 


also had to tale the wrunial step of vbiring a mmbor of flucreccont tubon 


together in parallel sc they vould £1 flat onto the collins and avoid 


the intrusion of comentionnal lights into ahot, given the close confinesent 
of the avallable crac. 

wha lighting department consisted of two neoploy the Lighting paffer and 
hig electrician, both of uhon normally vorked within « studio context on 


mich procramcoe no Tl CUSTER on TD CODA TRIES. They wore both allocated 


to the programe towir's tho end of March (about three weeks before 
the begining of the choot? and the Mghting gaffer received a copy of 
the gtrinpt at that point co that he could min an indication of the scnle 
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of the Liphtane m needed. Fro: the peript he could, far instance, soa - 
that mont of the interiors would nat roquire ary commlicated, rywreial 
Lighting effects or styLintic ceviccs, and indocd his disouesion with 
the cancreman and the producer revealed their intention te keep the 
someit of ottificiel Vining dam to a minimr. This was part of 
the purcult of naturclisn on their behalf, since Mle the oxbint . 
Jele¥e ‘urner, tho comermn folt that the existing mality, quantity 
end direction of lipht in a leentien controlled everything to tho 

oxtent that it dictated the tery poole Lived within that cliven opnete 
Uenea the lees one altered tha natural iit sich Dowd into o voor, ; _ 
the greater would becone tho chanee of capturing that reality - not 

only the naturnl qudlity of the light itself, but also the natural _ 
quality of the gubject's relationship to that light. Thin theory would 
then apply ecunlly well to existing artificial light sourcoc, since | 
people would contime to erientate thensolves and their pooneastons - 


“wlth respect to the available light, bo it a uinde o- a table lam. 


| Giver the fact that the unit unis using real locations, the preducer nnd 


the eanorazan therefere wanted the cirewistances to dictate the "acl! 
of the fla no much as possible within the constraints 
itnelf. Ono of thoso 


of tho process 


constraints war ths cemeva'’s immnability to register 


an inage with the ssa degree of son eitivity na tho boon cyo, co 


cyen using Sect file and denceny the existing Uight-cources = both 
natural ond artificial - had to be boanted, but hecatad ae dust ileal 
to cnadle the camera to function. | 


This andbierys lighting could be uned not ely to ren ‘the exto existing - 
Lichtts no xy Init aloo itn ounlity. Tas to boast the natural daylight 


cutering a row through a window, the Lighting toclcilcian and the 
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) , Above: Typical lighting Set-up for interior shooting at the motel. 
Here two 2Kw HMI's shine through a tissue screen into the lobby. 


Below: Similar set-up, this time at the rear of the motel for shooting 


—~—_—-the—bedroom_interior. The HMI is set high this time to simulate sunshine. 
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comeruman planned to use the’ relatively poverful cow lights called"ids' 
in order to neovide a eufficient depres of LLimmination, but since these 
Tiehts have a Loucr colo termorature than mandirht (ic. . they are 
daficient at the bluc end of the vindble cpectrun) thoy would then 
need to be eorrocted with « blue filter, and oles hero their ligt 
aofsened and diffused to nine the quality of sunbtees ty clloving 
thea tq ghine through thooue paper cet in a frane outolde the window 


conecernod,. 


teh enaller loops would then be used to provide enouch Lips inside | 


pinces Like the young Sancraln house, and the lighting Scchnician —- 
obtained a mribor of theat and their associated equipment to take 


up to Eradfard. The tights wore colew-coded accerding to their rated 
power, and nomed after wouwn's hnir colouring, hence the departnent — 

wrod tue Wlondec' Civ portable lems on telescopic stemds) and eanller 
yernions called Methcads' and there vere glso moll hand-held daspa- 
called 'Sun-guns' which could rum off rocharpeatilo batteries. ‘Zhe 

latter were expecially uncful for those situations where domestic pouer i 
yes winvallable, em’ wore, for instance, used 4n conjunction with - | 
the Je-Hits for {lining revins vehicle scencr. fais sheots of eer 


polystyrene wore alco added to the technicians Lint of equipsont for 

use ns refiectorce Being vory Light and eanlly ent or shaped, there : 

heets could thon be attached to wills or ceilings to alloy the Ligst 

fron a blonde to be bounced onte a oubject in ordos to nveld an uuatural- 
leotding charpiwss, am indeed an unnatural direction to ‘the Licht, since . 3 
the uneven matfaca of tha ‘polyatyrone clno tended to diffiune at theaters os 
the roca concerned. Various 'Zlags', or natt-binck painted boards vore 


also coliected tommthor for wre as mania which could be placed between a 
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2acht anda aubject an core to Bleck ost tho, oo cress which nosded me 
be eng well Lit, (io the boards yore very large they would be enlled 
‘Sehos!), Coco leer: could be attached to the cormra iteoLf by means 
of articulated arus ao that inte the low: contd te nvodded. 

If these wore very ool they might be cxlled 'Dlades!, nad unlile 

tho feeeentandins flaws, yore morictly the reaper apibility of tt 

ermormtane fay of tho Lirptitine emquipoont was in fock cee - ; 
polely handled by the Linhtine crew, partly because of the eee re 
factor, and partly beens of tho demareation milincs (ite! 1 are 

then supported by the drourence ermmont). von the eoaernman, tho - 

vas functioning au Liphting Caseranan as woll as Cancra Cporatars | 
would at least acts before adjusting a loop or flag, mid mostly ane 

of the Lirutins crow weld have ta be tracked dom c imply to have 

a Light moved yan dh cx Oe eeceiae rescon for being co ctrict 
nbout who touches vhet in that in the case of ndjunting a worlsing Light, 
orcat care has to be tatcen not to Jor or vibrate the bulb, sinte single 


bulbs can cost puis of 2 couple of humered pounds ta scnlace, 


In pose of the sconen whore extensive preparations fom the ightine 
had to be made, the tecindeian had to arrange for extra equiment to 


bo brousht up for the de Sor the ocones set in a pub ox clus hore 


Tents Pop grows io is playing, and fox the ‘Strip! scons, gor instance, 
the extensive uso of coloursd fresnel spotlights (is. focucssd~bosn - 
lichte),y rheostatie dimers and ellipsoidal cpotliputs (le. . ache - e 
fresol. spotlights) wag indicat ted, and indeed for the Wtrdp! scons 
‘oot extra nenver of the lichting crew ims brought: up frei Eistree to | 
help x recuce the tite needid ~o bet all the Lights un (on operation 


wich ravertholess: tool: nearly three henita). 
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Der teok SConns, Cone Wis, the lighting was far less conplicated, and 
fn one penne this onde the Lichtin teclnician's job that mich 
condor. The wuco of rinisr Leh tins on Joention wo sovertholens 
wignificant departure from the techuiciants normal working practica.e 
Several cameraa ave rorsally uned for a etudio nroduction, 80 that 
while cach ewiera de Lit for its om partiewlar angle aml degece of 
travel, the working area of the ntudio can effect: vely be bathed in 
Licht. For intercuts (cifforont shots within the oo scone) the 
tirester em thea clyly melteh from ene cortera to another by chooning 
his mbots fron the moeniters in the callory, without, that is, altering 
the Lights, mince all those Eeaaree would have been sot vo dn odyance 
ty the Lighting technician. A tehevistion canora also hee 


Fernie cs rather ; 
more Light than a fin escera, so the technician bad te onto a two-fold 
adjugtnont; firstly ho had to be more continuoucly involved in the 
shooting itself, ninco each intereut had to be lit soparately (bocaune 
only one camera was used), and secondly, ho had to addust all his 


calculations to sult a Gegroe of teinimm ‘Lightingt wale would cieply 
: hava failed to register an inaco on a tolovision certerae | 


ceauna each hob reprenonted different areng of deciniona-making for - 
the lighting departrcnt, I would Like to des criha forte we the detaile | 
of thors deciaions and dicouss satona in a later section, wt fow the | 
menent, a note needs to be nade of the techniciants cvorall role in 


the process. ‘tho perc icaits hinself described this in torna of 
civing a services to the encorcunnt “ 


Vithin tyvo dirs of beardng about the show I was ae 

- to aron cr. sat denn and coma alenp to Bradford te ce 

. the directe= art the commramane These were to be the eae 
two people 2 would work most closoly with, and we apent 9 * 


just the ono cay cooing round the docations. which they 


had found « caciding what kinds of lights wo wadd 

need, amt Loolcinc at the power cupply. Gn this 

show the comorna on in officially a “Tichting 

camoraman, wich is the oquivalont of ay Lighting 

cirector im the ctudio ~ innide it's a Tdgstin: eirector, 
outside itis a Lipating sadaldl he iaacke “nny, ho would 

there! so pive me the conorml pression of wiat he 

wartted and Getuecn the two é6f um wo vowld vorls cut the 

Ieinet of equipront wet would need, and on ths chy we would 

pring along reugaly the _couipuont which wa had apreoidl 

ton, ami thr. the entermnan would deelde emetiy were. 


aba 


he vanted ite Ca an average cay wo would then eo out to 


ook 


a locatien carly, have a Lock at the peace ana oot the 
Lishts iw a cent the richt coot. Then througout 
the rest oc the cay vo alter thon as neessom, For 


> Bh othe > 
each shot the Lipnts are renet, so thin mop you 


ceontinunliy involved for more or less the ule of a 
ils shooving an you move things about for tho 
comrmwmis In footy wo dontt rcathy donk with the 
director hinselt, we deal. with hin vin the emorncan, _ ; 
and I supneso tha natisfaction of the Job cance fron sain: 
the job wet fas hin, since we don't have a lotto do 
with the cirnetar in tho omdinary course of oventae 


Lie most of the crew Veyond the coreg unit, and to parnphrase ‘niuip 


crow vere mammins o production aystea 


ather than producing a preduct. They worked within a cystea in which 


EULsott (1972120), #3 the Liphtine 


their sicilla were Valued in terms of the efficlont handling of their © 


ecuimment, and where tho depres te which they could erpond the crnatiive 


BR peer, of the core team waa tho dapres to which tho dob produced a 


porconal satisfaction. 
The Sound recerdist mode a siniler point above in cayine that hie Job . 
was te provide a freedon of choice for a director by redueing the nee cd 


‘to redect waterial for puroly tochateal reasons, tet this this no tion af 
vroviding a service to other 
Leads toa the comilnint ane ‘techniclons are treated Like rachines! 
(coo BUS camorenar's interviev in BNOADCAST magnsine for 132-70 


under that titlo).. inde ced, the way television produstion is organised © 
_ tends to praiote a m 
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smenbern of the production unit sonotinsa —— 


mechanistic aporeach. Firstly, the complicated division 
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of labour into ricoroucly defined occupational roles leads to a | . | 
hip level of speciniisation, and secondly, the tendency to reduce | ss 
uplfention of roles within these ee civisionn for any 
givea production mom that incividunl techaiciaus rarely work vith 
othor technicians doing the came Job. Fron the point of view of ether 
morbors af the unlt this reas that the structural identi fiention of | 
ma individual with his er hor role is ouhanced since nn individual is . 
likely to be the only roprenentative of his craft on that porticular 
production. Turthermore, ak role is valued in terma of its 


‘relationship with other, different roles, so that an irdividcuel ts ; 


professionalimt is not so much valued for its ew sake, but in 


proportion ta the extent that a techniciants contributions are rredictable . 


oni unobatructive te other procensense Tt is a matter of professional 
pride, for exnmple, that the mechanics of one's craft should be taken 
for granted by other renbors ef the unit, and the occasions where 
Lirhtine ox tho positioning of microphones start to corntrain the . 


canara or the movement of actors are kept to a cinkor, | 


Sinso the ‘process of precucine « nrentitss is aralosous to tunit 


production! rather than ‘occa production! = at least in the present 


context of a one-off Drama-docunentary = the production persennel kaya. 


to adapt to the different donmmds viich operate for different promames. _ 


Cno adaptive ctrategy available to individual technician: is to york 


"uy the book', or in other words, te oimply carry out the mechanical 


functions of their erate wich _Neuld be common to ony production. - fa - 


tha Sound recordist ooid, 
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Shore don't very often the rooa toe be creative. Mino 

is renlly an entirely nechanical job. MIcally it ise A _ 

tot of the jobs axe quite mechnnical.e Hy job is perhaps - 
more interesting than that of soncone who nasezbles moter 

cara, but I don't think Lt fs any less cochanical. It 

is less repetitive, but if you have been molding movies 

for ten yerta you find that most ef tho ecenes you have 

pasically shot before amway. 


Thore are, thou, several reasmus wey technicians should fcel that 


see that 


they ore sonatimes treated Like machines, cul this docs tend to chift 


their professional nllepiance amy fron the protuct ag a waole. In 


ramming a production mycten, individuals works to, and value tho | 
reppect of, these people to whom a falco to act in a mechanical, 
‘predictable fashion vould bo mogt noticcable. hun the Sound recordist » 


wepectated tha erlticion of the Editor nore then anyone else ant — 
ape wy 


the Lighting crow valucd the approbation of the ecrvranan mther than 


the dircetor. The unit as a Wiole wos aloo ultins 


to the director, not almmly in tho corse of the hierarchical stevctura, 


but in the sense of mubjugating os Liniting a person creativity to 
that of the director hincels, a 


Put 'yorking by the beok! certainly docs not mon that technioinns 


work to the ninirma possibile standards. Since thoy rarely work with: 


- other technicians of the cone occupation, or Lave the opportunity to — 


observe the procenses nad practices of those jobs, the attention tends 

to be shifted towards the remits of their colleamotn lnbours, viich 

are thon viewed in on extrenoly eritical Lipnt. ‘There is era - 
on indirect, but highly developed competitive eloncnt operating pee 


different productions which is onomplified by the oft-repeated plornne 


re 


Wwe are cur cm worst critics’. Indecd, the oriticiea of teclmical. 


colleagues in cenerally valued for more than the eriticion watch 


filter throvch frop the audience, nnd cinco on indivicual's ecarcer in | 


« 


dependent upon his reputation within an internal grapevine, tho 24% 
standard of work is maintained at os hich a lovel as possible. ; 

Tho majority of the crew backod up this argunent, putting the 
apprecintion of a lny audience fairly well. dom a list of peor~groups 

and cources of satiofaction. ‘Tho Lighting crow, for example, folt 
‘that the audience would not ~ 4ndecd, should not - take note of their 
exportice, and the Make-up supervyinor felt that her main cource of 
satisfaction como fron coments by other malzo-up people in the industry, 48 
and not froa any audience feedback che recedved or, in fact, fren | . 
comments mado by individual directors. The Acsistant cameraman comiented:, 


fhe only question you can ask tho audience is 'Did it work’, 
did tho film achiove what it was supposed to achieve, did 
they watch it, did they got any satinfaction from it and 
did they learn anything from it. Purely technical 
questions are largely irrolovant, because in fact you 

- ean got avay with an avful lot; tho average guy wan't 
notice mistakes, but wo doe ‘The business tends to bo 
yory incestuous since most of our erlitics are people in | 
the businesa itself; my om professional satisfaction 
conca froa there Technicians tend to be very open about 

' gach other's work you sea, although this docen't seen to 
extend to directors, most of whon will cay to each other, 
VWhoat was a cood programe you did last night? even if 
they didn't think it wase hoy are a lot more sensitive 
‘about their work and it would actually have a large impact 


-4f people were os otraight with directors about their work — 
ag they are to technic ° 


“Daroctara, it chould bo noted, ond more especially meodideteatseatara, _ 

‘have to maintain o creative and managerial authority on the floor of a8 . 
the a irrespoctive of whether their decisions are always ‘right’; 7 : 

‘Age are more continuously involved than nost technicians and are | 

more closely identificd with the product itself, cuch that thedr 

: séesonet Anyostnont 4a greater, and ‘the risk factor nore eritical, co a 
they are bound to be mare sensitive to criticioa, warranted or otherwise, — 


The Assistant cancroman's point abeut free discussion of other 
technician'n vorle novertholess holds, and mich of the off-cot _ 
conversation during the choot was concerned with the technical details 

of other productions. The production personnel often pointed out 

that it in actually quite difficult for then to vatch other fins or 
programmes fron a noutral. position, cince they had bocome hyper~ 

sonsitive to technicol errors and the portioular techniques which ‘ . 
another production nicht have ucod. Vhile the motel scene wan being 
shot, for example, nost of the crew had to wit in the notel's lobby 

cince there was only rooa for the core unit in the bedroon itself, ond . 
| they occupled thoir tine by yvatching on afternoon television PYOCTAMO. - 
Few of the remnining unit could renenber what the programme had been 
pbout aftervards, and most of the conversation at the tine had been 
about errors in the programe'n construction, ‘the ‘terriblet editing, 
and the occurrence of celoscic taffoa like boo-chadaue and lighting 
florese The Sound recordint ‘pointed out beath 


Tf you are cabandar a Peer ubich is secais Secetealiy 
superb you can Ist your mind float with the story, but 
if you start to sce technical crrora, or orrors of 
construction, it detracts froa your concentration upon » 
the programie itself, Thin in true for anyone, but 
conething like the decrease in the quality of sound 
botweon a feature being chown on TV, and a (normal) Tv 
programs is probably only noticeable to technicians,  - 
and that is bocnune we are used to shooting for technical 
- people ~ wo are always shooting for tho rushes. 


(Pushes boing the first run-through of printed fate, . 
- Mhero technical problers become evident). ; 


Tochniedans, like anyone elso, can let their minds t£hoat witha _ 
story! even if a flin ds flawed 4n como vay. One nonbor of tho unit, 
for instance, cited the case of Jack Rosonthal's DARITZVAH DoY 

ns a telovision film that had been technically lesn than perfect, but 
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Se ERTS 


hich had such a superb script that it ‘worlced! even for the 
hardened profesional viewers The point novertholess remains clear 
that a penadetion wilt will 'produca for theaselvest or their 
technical peors te a large extent, having made the asmexption that 
nelf-criticien fro: within the industry will pre-enpt the criticien 
of a lny audience. 


Thin doen not necessarily nan that there 4s either on ignorance of, 


or a conspiracy against, the noeds of an nudience to any greater © 


extent than in preparing particular tools and adopting porticular _ 
notheds, the technicians are simply charing a craft ‘enouledge vinich e 
ds not normally available to a lay audience. dust asa cabinet -noker 
doos not expect his custonera to be concerned about the typo of 
chinele or planes that he uses, or the way he has jointed his 
furniture togothor, so the cinematographic technician separates his 
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craft froa the product in relation to the audiences But there is also 


a fooling that the technician's craft is mare specifically their 


private and inviolate donain, perhaps because, as Victoria Gackyille~ 
Vest pays in her poon "he Tandt ~ 


ALL craftemen charo a knowledge. They have hold 
Reality dow flutterng to a bench. 


Having been naked What questions he would Like to = to an 5 eaten; 


one of the menberg of the mit roplicd: . 


Nothing. I don't sce why tho audicnco needs to be 
' concerned about tho technique. Perhaps they chould- 
have an unconscious appreciation of cineratographic 
' technique, and I think that most people innately do, . 
but if a thing works woll they may not question what | 
it 4s that is working, and I don't see why they 
should. Ultimately I don't think that the technique | 
you use to make a movie io of any importance at all. ~ 
' XZ don't like all those files about film-making because 
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to ne that in just like (nasturbation). In one 
sense it is good te let people Imow hoy wo make 
‘filma just to denyatify what ue do = co that it 
is less plemorous = tut really tho only thing 
which is of amy importance is the programe, and 
4t is up to the professionals to improve the 


etandards by which movies or television procramios 
are madte 


Theso ntandards nevertheless combine to fora a craft Inouledso which 
ip visible in the pronarotiona carried out “ir the shoot, and - 
in tho roles occupied by different technicians. Through the provigdon 
of n predictable, nechuistic service to the crontive core ext, 

for instonce, the crew supplics a rubric by vinich tine view 

of the world can be pizned to a particular framework, and through 

which technique that btruciins can be made to fworls! by precisely a 
denying its own existence. thile botha cabinet-naker and a | 
cdneeatogrophie technician are involved in the production of nit 
producto, tho latter's products are nade for mass conmmption, so i 
it 4c particularly inportant where those products alco sock to 

represent reality! to open up the nature of the craft Imowledge 
employed to n wider oxmmination than that of cinply taking 4t for 
granted, or of relying upon a craftocan's 'nelfecriticien', cinco a 
eraftonan's task:is first and forencat.to transform the material ; 
with wich ho works, and that material which ho holds fluttering 
to a bench’ in producing n realist form ic theorctically a public 


A part of that public reality uns the astual ronlity of Sandra's Lito, 
and in order to capture this toouther with an understanding of the 
‘problens of deafness, the producer took-the umsual step of providing : | 
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for a period of research in several of the actor's contracts. ‘The 
actors who were to portray the immediate fantly ('andra’, her 
nother and sister) all net the original people fur varying periods 
vefore the shoot itself started, the main actreas in particular 
cpending mich of her four~veek research allocation in Bradford. She | 
Lived with the original girl for a tine, going chopping with hor 
and helping her to loot for jobs, and erguably cane to mow the : a 
girl rather better than the prdducer had, vitch 4s what he had 
intended. Ry having the actress fully Integrated with the part, or 
in thia caso, with on original subject, the producer felt that ho 
could thon afford to stop ee observe the nuances SS 
characterieation and hence manipulate tho action as a wholes Dut in 
‘the cane way that the use of real locations could sonctines bogin to 
be disfunctional by constraining the freedoa of the cancra, or by aa | 
-gencrating adninistratdve difficulties in tors ef their availability, 
the actrecs found that her relationship with the origina! girl | 
generated problens too. | During an carly interview, the actress explained? 


‘Ttd said at the start that I'd Lilo to mect (Sandra) 
since it's a good idea 1f you are thinkins of the 
technical problens of playing n deaf cirl. Deaf 
“poople teually evolve thair own methods ~ albeit —s_- 
channeled into one of the main ones (fe. lip roading; — 
oipn language ete.), tut having net (Sendra) it was | 
clear that she uses a mixture of oll of theme We have 

— yot to eee whether I will actually bo noble to 
it off, but I don't want to bo (Sandra), I eantt, but 
I hope that I have absorbed enouch of hor; enough of - 
her personality to be able to do it. The main problen | 
is that I om emotionally involved with her, I care 
ebout her and the fact that I am bringing up the past 
cll the tine. At the mozent Ion very very confused 
about the net remults of the flim. If this film doog 
enything at all to help hearing people understand even 
for a minute the extent of what being deaf means, then ; 
Z think: it in important ~ certainly that is conething 


that Ihave learnt - slightly « the pressures and the . 
straing that she is under. 7 


“9B” 


Both the inte actresa and the actrons playing Sandra's nother tried | 
‘fa form on ddea of vhat being dont is like by weardig car-pluge while 
going about thoir normal day-to-day routines of chopping o noking . 
for directions in the street. Both found that you can nover totally 
exclude sound in this: wey however’, end the nain actress found that 
much of the detailed inforzation actually cane fron sinply observing Ss 
the wy the original girl reacted to differont situations. For 
oxenple, the real Sandra vas obviously weosfortable wien oho found 
herself in a group of moro than two or three poople almply becauno . 
she couldn't thon follow Lip movenonte as eonily as cho could ing 
Ty ong-to-one situation, which further excluded her froa a group vitich . 
vould alroady tend to talk about her rather than to her. Similarly, — 
the actress found that she had to tumlcarn’ a natural use of certain _ 
 momneriona and gostures, since deaf people tend to have an econony of 
“ novesient hore each gooture bas a particular neanirg (since non-verbal 
conmmication becones that much nore Anportant), on top of which 


the actyons had to lesra fron seratch nono of the basics of the manual 
alphabet. 


* fs part of hor rescarch for tho part, the rain actress tnd also not 

the original gix2's pocial worker, end he wen able to f221 in cony 

of the background details of 'Sondrats! fe together with sous 

- gpecdfiic information about deafnens itcolf. Tha actress also toate 

pone of the tape-rocondings that had been mie of ‘Sondrat toa 

“profensional gpoech-therapist who helped her with pronounciatien ae E 

' the delivery of the cpocch-saumds. One of tho main difficulties that 
deaf people havo, for example, 4s in monitoring the volume of their | 

“gum speech much that sounds tond to be either too loud ‘or too quict, 

_ pnd Jacking in tonal vorintion. Another difficulty is that a deaf . 


person has ta be actually Solar at soneone in order to soe that 253 
he or she is gpecising, so the actress alco had toe fonlearn! the ew 
natural tendency te react to a Line delivercd indirectly, or indecd — 
directly to hor if she happened to be looting in another direction. 


Getting the technical detatis of deafness right uns. felt to be crucial 

if tho portrayal of Sondra was to bs credible to an pudience (Sandra 

vas, after aly profoundly deaf rather thaa juct hord-of hearing) 

and the actress alse relied kpon onc or two "tricks of the trade! . 

in other respectae An T mentioned gbove, ovicoward ghoes can help - 

on actor to perfect @ certain kind of wilk, ond chewing a plece of 

; ox can help to give the ienression of youth. Dut most of the 

_ proparations which the actresa made vere related to the overall. _ 
tullding-up of tho role rather than the tochuical aopects of ita — 
presontatLons - lloct of the cast had been chonen on the basis that | 
tho loss ean actor netually had to fact? or to fall back upon technical . . 
expertine then the more raturalistic would becone the filn as a uhole. ~~ 
This stvess upon the equation of an actor with the role; the pursuit» | 

of naturaliss and the underplaying of Scteitinas ero all part of that - 
scheol vateh de mown os Zhe Nethod, an adoption of Konstantin — 
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Stanialavely"s dcoas which originally concentrated upon ‘tho peyehatogy 
of acting rather than formal teclmique. Tha Method has dtcolf beceno 
a technique through the studied performances of fin actors Like 
Narlon Drando or Rod Steiger, but it still stresses a nearmtotal - 
absorption of character tiich the netress in this case had tho 
- opportunity to perfect on n result of her Hothod training end rou 
the research poriod that bad ‘been nade Rectiapiee a 


During the porded betwoen ‘Christmas 1977 wil the beginning of the ae 
ghoot in April, the producer had in fact stored to rev se the . | 
original seript because it wan felt to bo 'too soctologtent!. = S 
“gheor coupression of events vas falt to have punked the charas ; 
thonselves into a peripheral position in relation to tho eplacdicity 

of the story such that Sandra a3 a person was being swamped by thosa | a 
eyontss It was therofore beceaing even more Anportant that the actors 3 
could retrieve tha tpnychological! ecaponant ty *filling in the gaps 

in the script! wo eat of then put it. The research into, ond the ; 
portrayal of the minutiae of a character's essonce by the actors was 
connaquently of central izpertanco to the project, and is particularly 
truo of the wain actracs. The divinion of the narrative into dincrate 
epioodes can bo anellorated to sone extent by paying careful attention - 
to the original and terminal points of ench haduehces That is to cays 
tha contral action of a naquence can be locked into the context of the 
continuing "world! of the narrative by starting that sequonce npparently _ 
half-vay through a ploce ef dinlogue, ox by providing a conceptual Link 
with a precosding scena or sequence. The beginning of part three of 

ths fila, for oxanplc, starts with a conversation “botueen foandra's- 

sicker and hor dunt which seezs to have been gelas on for pone tine 

pofare tyo' arrived, and the scone whore Sandra argues with hor husband 

in the street over his interest in ‘Crons-eyed Amo’ ptorto witha _ 

shot of Saadra in a cafe, whore sho is apparently pandering tho dsaty. 

of her mother - the funcral having keon sepresentod in tha previous | 
BCONS» Such Mints o> references to a tyorld? that i “eastinutng 

7 beyond those sections of it which are actually represented on cereen bs ah 
 depord not only upoa the structure of the film, but om the actor's ability 


to 'fi11 in the paps! through a careful attention to the contimity : ° a 
25 woll as the development of charactor. A Icind of loge can 

therefore bo demuted to a corles of incldonta by allowing oa pudience 

to trace motivations back through cues and clues of charactor that 


kave been fleshed-cut oleowhere in the filne 


Seqa eluca to the interior porqonality of tha girl could be nignified i 
fairly easily; the fact that cho was very sensitive about her a 

facial scar could, for instance, bo indicated by choving the girl 
carefully eyplying make-up te dt, and her tendernacss could be | | 
fllustrated by having her draw come cavers round her companion, Charlie, 7 
es ho sleeps drunkanly in hig root. Such cluee all had to be given 

through exprenaion ox action, howover, since 'Zandra’ han no dialogue 

ns cuch, and many of the clues thorefore had to ba euite gubtle < an 

in the notel scene: 


Playing Sandra is a bit of a bostade for me, it's very. 
. herd cinco the seript ds xo unrelenting and we have to 
- constantly make sure that people will bolfeve that all | - 
those evonte did happens In fact the ccript hen missed 
. out quite a lot of the horrific things which they couldatt 
. posaibly show, but we have otill cot to show the reason 
- for the violent actse: (Sandra's aistor) vas enying 
yonterday that che did'nt think people would really 
understand, tut that ds what wo have pot to try to do,. 
to malco people underatand in the woy it is fined end 
the way it is acted. You shouldn't for instance simply 
nhov a man laying into a holpless girl in tho motel, you .. 
should show that (a) the girl gives as good esahe gots, and 
(b) there do on ronson for tho violence starting in the first 
placee In fact he fights her over a £5 note. (Sandra) told 
we that they hadn't actually slept tocethor, and che had 
talon a £5 note off the table and sald, in effect, "This 
will be ny moncy, won't it?! - they fight, and in tho end 
- ghe is aos near death as anyone ever is, but afterwards sho 
as stilh clutching the i, If it had been mo I would have 
eaid "Sorry; take the money’ and rune This is a preat 
clue to her, the fact that she hung on to the money, and °C 
at's that cort of thing which will show psovle the other ~~ 
side of it. It rustnit be simply 'Ch poor cirl, look 
‘what ghastly things have happened to hert ~ wo've got to 
show that it is a girl with guts, a girl with personality 
and a girl who has the otrength to go om. very time sho - | 
-do beaten sho comes back, and che is bacls nowe Sho boldeves | 
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her life will be a good life, even though - Christ 
alrdg¢hty ~ she has been beaks nora than all of us 
rat together 


Tho notivation of tho otal scene tnd : in fact te be quite carefully 
vorked out in advance, cince there was alzya 2 dancov that & would 

_ appear to bo dranatically unacceptable os pratultously violont even 
though it waa muyposed to bo an accurate reconstructions The actreas 

and the actor playing the "leat man't therefore gpont sone tine 

Gincussing their respective characters in relation to the scene, — 

ond at up until past 1 ofelock on the night before, arguing out the 
implications of each -astion with the directar. The actresa ves . 
-“‘Uterally taking the real girl's port dn this sort of plonning, cinco 
_ghe could often contribute ideas about the cherecter which noithor | 

the other actora nor the dizector. Imew about, taving spent o anges 
deal of tina with the renl citls In the particular ene af the notel 
“geene all this Information was of special concern to tho Siicat man? | 
ince the actress's rele was almost entirely ranctive, that io, che 

— would have to rely upon tho actor for cuen in thd action. He 
_ consequently davaloped tho theoxy that the ‘Neat man? was probably 

| a ecemercial traveller, and might therefore have a relatively large . 

- gaount of cash on hin to pay for overnight accomodation and meals 2. } 
"maybe thirty pounds or 50. Us vould Probably also have been to the 
notel before during a provious trip, nad once in the becroan, vould 
have emptied his trouser pockets of keys and loone change (including 
~ the £20) as a natural, nove before talsine thon off. "Sandra? would 
then mike thavnatural mistatse ef thinking that one of the £5 5 notea ie 
‘for her, although in 2 previoun shot we would have aocn her agresing — 

to three on as the going Fates which would then provide sore 
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rotivation for the Ulcat man's! anger. The deqrea of that reaction, 207 
co on idtensa% ncceptance of it, would then have to be judged 

by the know information nbout the girl (ie. her tenacious personality) 
and the scl of information viieh an audience would have about the . 

Meat nan", The fact that on audience would Inow very Uttle about 

hin could, in other wards, lead thea to draw their own conclusions 

about his nental state or his past history. 


_ Having agreed upon tho peneoral plan of the scena, tho director then 
“charaograyhed the action itself with the actor playing the "leat nant 
rather than with the actress, cinco, a5 ghe explained, 


I was completely in his hands for tho action itaclf, 

in discussing the motivation of the secne I'd also 

decided that I could trust him. There are sone 

actora with whoa you have cot to do a fight scone 

who you believe are going to be able to do 4t without 

actually berealting your jaw, and he vas one of thone 

peoples So when it came to the fight, they actually 
‘told hin what to do rather than telling ne, and I 

‘Just reacted to that. I didtnt acty I reacted, He 

ruched moa dowastace left, co I wont downstage left, not . 
Nbecausa I wunnted to, but because I was being pushed. It. 

pot to q point whore wo stopped at some stage vith me 

on the floor, and the director asked mo where ry head 
bad been. I said ‘Over here’ and everyons ele said "No 

At wann't ~ it wos over thore!, and I cincorely didn't 

knew where I'd ended up, vbich quite shocked me. 


rn coed cany of the renaining scenes yore deliberately lors well 
— yehearsed in order to captive & spontaneity and naturalin in the . | 
action, but tho uethod of sotting up a location according to technical 

pnd aesthetic considerations in which an actor would thon be acted 
to tyley dt for real! shifted quite a hoavy burden of responsibility 
onto the actors, thenselvea. AlL the nctora would receive directive 

notes before doing different scenes in thich the director would outline 7 
details which he vanted the octora to bring up or tal:o down, but : | 


once they were on tho set it wes very much the actor's Job to generate 


aa great an expathy with the character as possible. In tho absonce 258° 
of formal rehearsals it was often quite difficult far tho actors 


to prepare theneclves; - surrounded as they were with technicians | 
aid equipaent since being on location often meant that a private —_ 
‘eying-up! root was not available. The main actress pointed out 7 


thatees 


‘Jesus Chrizt* because I had a good lauzh at having ny. 


Keying-up is an onerous problezte If Ivo worked up a 


-foeling and coxcone from Malo-wy couss wy and there 


are brushes ond make-up oll over tha place it's fantastically — 
hard to keep tho naod you have achloved. I mean, that's 


her job Glee Make-up), df che sees my cascara ip. 


che han toxepair it, but on this fin fF would say that a 

Lot of the tine Z have Lost tha nocd because of things 

like thate That do why I oa pretty blunt with poople = = 
sonetinos ~ if the director wants to eny socething Iwant 
hin to cay it as quickly on possible before I lose what 


It, thinking about, but power puffs ond hairhruches Just. 


throw mo. bhon we voro doing ths horpital nceno last week, | 
and Iwas Just cotting into that scono about storilisation, 
comeone cae up and ticklod my toon. I funt thought 


toes tietled, tut ~ Dom = youlyo lest half an hour's. 


. work Just like that. People will naturally try to lighten 


a situation you noo; if one of the crev thinks that you ~~ 
mre upset tho natural reaction is to cheer you up, whereas 


oll you ave doing ia netins. On the other hand, when the 
director tells everyone to abut w 


: p eg the actorn are getting 
in the mood, I feel guilty « the (soundean) is capable of . 


- sorting cut hin equipment in the midst of everything, and I 


chould be capable of laoping the rood poing too. 


The main actresa eleo hed to maintain mn overall expathy with tho a 


character over the Whole of the Mye-weels shoot, to maintain a 


continuity of namerim and oxpreanton and to develop with the 


character through time (ac opposed to developing a character through 


repeating the nose scance over and over dn a fivo-wock theatre run). 


She therefore had te be prepared to dnagine hou the original girl 
vould have reacted given any aituation that night occur, since by no 
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means all of the evonts that did eccw' are indicated in the script, 
_ . frou another carly intorvicw lox feelings in this reapeet are cloart 


- God help mo thon we have to do the chabuy nan scone in 
- the alley; (Sandra) didn't like having it off with hin, 
and neither wlll I. Zt wlll be very distasteful. that 
ZT have had to de though, in find out what io distagteful | 
to (Sendra) rather than to me, because wo ars so differsnt 
that they would be two different things, Authenticity 
is a very dadgy thing when you are misdng drama and 
documentary - the director is doing a docuentary, but 
he is doing it with actors. I heard, for ommmple, that ae 
there is a scone which sinply says "Sandra is accogting men 
in the ctract’, and that I was coing to be stocd in a 
streat and go uw to people and ecoont then*. Now what, for 
dnatance would e happendd Lf someone had cnid tYeal? 
iat would I say? That amoys people, and itts going te 
- gmmoy peopls in that pub when I do the strip, becauce I'n 
net poling to rtrin completely; I'm an actress not a - . 
strippes, the point being that if we do the aotreet ccene, 
T will heve to do it as me, not as Sardea because wo 
ywould ba directly involved with (real) people. 


(* Tho scone wos shot, Lut the nctrosa meroly Ing around 
ona street cornear, without accosting psople. ‘Tho point 
oti holds, however, since socons could still have 


_. ene up te ker oven though tha crew wore close at hands) | 
| Tio major preparation which the actreas could male was consaquontly | 
to becote a9 thoroughly convercant with the character as possible. 

to let the real Sanira tale over to the extent that the netress could ee | 
(ike the writer) fly on cutemtic pilot for ony acones that chs 
| might be soled to play, aliays providing that the netrecs hersol. 
could voto particular ideas or cugrostiona in tho last instances © 
In hor capacity ac 'recident export? on Sandra, for instance, tho 
 qctrens argued quite strongly that the original gird had yonained fully a 
clothed throughout the motel episcde. the had heen told os mich by 
the girl hornelf, her aister ant tho motel manager - hon thoy found | 
> hex, ehe was soalsing wot, ripped up, covered in blood and fully clothed". 
the director, on tha other hand, felt that for the purposes of the filn | 
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the girl should have as fow clothes on as > poasible to pimify that 


tho decline into prostitution had by that stage becone complete. In 
the event a “cormpronise was reached, with Sondra being half-undressed 
eo the coatral action state, but as the actress explaincd, | 
The point is that in reality that girl wont in thore 
with her coat on, and kopt 2 on nll through. New | 
filnically, that to not so inprossive as where you | 
tan actually sco flesh being tern so wo comprotineds 
we took off half her clothos co that the audience can 
sea that she is a prostitute and wan prepared to talko © 


-then all. off, and yet, in the actual event, nothing 


carta OFS3 it's ona of tha things you como up against 
in the fin vernus rcality arguncnts 


Another factor in the wrocess of fining vhich the actress folt che : 
/ waa lesa well prepared for was having to coupennate ‘for the canora 
or for the technical requirements of Lighting and coud She was 
prinarily a theatre actress, end in theatre moat of the action teads | 
to betbignert than that required for televinion. Thin door not mean 
that theatre action ic necessarily larger than life, tut an acterts : 
focal areay tho space in vhich he projects a character, is less 
confined than 4t in for television, Thin 1s expecially true of o- 
— television programe that is atriving for raturalisn where actors have 
to be careful not to go ‘over the tept, beth dn tha senso of not enh 
_ straining the oudience'y eucpansion of dinbolfef and in the piyaical 
eonse of confining their ection within the ancle subtendod by the. ; 
canerae Having set up the conditions in which an action ceuld teko. 
‘place, the director's main concern wo often then to conbadn mae . 
actions to tring Lt dam to a level wich he ecepted ne being | 
_ realistic rather than vico-vertne Tor the actrees ec ‘tho other ee a 
| this conetines mennt baving t to oe in mite en ‘unrent. se en Sante of 


eas | | ebl 
which ean be found in her deceription of filming the ecene where 
cho poe to ted with her future tmabend after the "Strip! scone: 


se ccems was difficult, partly because the Mgt was 
- boginaing to mo, and partly because of our positions 
on the bed. Ye had to express an much as posible in - 
tha shortest tine; the fact that che was keen on hin, 
end tho fact that Sandra vas once apain at a posndbly 
good pitch « you mow, thin could work out, the my 
is nico and muo's been to bed with hime It should have - 
boen quite atraightforward, but was actually quite us 
difficult, I had to be on one particular edie of the - 
‘bed 60 that the scar would show up for the canora, and . 
then I had to turn in to hin te chow Tums keen; to abou 
affections Really J should have burried ry head in his _ 
- phoulder, but then I couldn't have been seen by the camera, - 
oo I had instead to put cy car on his shoulder, wich is 
lesen denonntrative an a gosture. Again, we had to pat 
the xight ancunt of movenent without having ow bands = 
poing cut of frame which moant that some of the mevenont 
is umatural. That is a thing that I have come up against 
’ tore and more, the fact that wo have to cazpensate for the 
‘camerngy I tend to ony “lough shit on the emsera!t but you 
can't do that, you have te re-create o mosd,a sense cra 
feoling in sometines unlikely poses or positions because 
- that is how it cults the licht, the camera or the sat. I: 
think that's a major problen of flln. 


An a-portial renult of thene difficultion, the scene Ltanlf 4s cut z 
right down in the finished fils mich that we ediply sco the domes 

: lying together before he Leans over ta turn off the bedside Light, 
the affection being inpliod rather than actually demonstrated. 


The central eonperns of the actronsy to fern on empathy with the 
“character ond to werk: out that characterta motivations, formed tha 
basis for the preparations made by tha other acterse Indeed, the sss 7 
netreso's practical oxperionce of the fonily and Sendra's ntory a 

7 or croak holn to the other acters who cae lot of tine discunsing ce 
hoy their respoctive charastera would react in difforent situations} tion 


they would behave to each other and viat events had preceeded any given . = — 


ocente The coript itself vas obviously of prinery importance dn this te 
- respect toa, but the acters! personal exporience and the "houevork'! hs ae 
‘vbich thoy put dn also contributed to their porfornancess — 


The probleas purromding Sandra's disability yore, fox axanple, o 
iopertant to the actress playing tiothor’ as yell tho nain actress, 
nince she would have to partray sonoone coping with the problec ina 
oympathetic and informed waye Por! aps the mest dmpartant hascwerk 
viich Mother? did waa to ojend sone tine with the nother of ona 
of tho girls who woo used for a younger version of Sondra ‘in the 
film. Ghat girl really wos deaf, no her nother wns ideally placed 
to help the netreas with slgn-lmsuace, ond to help hor understand 
the frustration a2 wll ao the sence of achievenent in bringing up 


a deaf child (The real Canten's mother having died sone years oarlicr). _ 


In contrast, the netor ploying Inn ~ Sandra's first boyfriend - , 
specifically avoided dedny any rencarch into the question of deafness, 
os his character Imev nothing about it and ceens to have beon 


relatively unconcerned anywny Tite actor's major concers in preparing _ - 


for the part was to practice playing with a pop creups A gomaine Local © 
eroup had boon found by the producer through on agent in Bradford 
(who also helped the producer find ond hira a of tho Locations) and 
the actor Joined thet for a munber of rehearsals peor to the shoot | 
dneluding a fAidll-scale concion int froat of n real audience at a. 
‘orking-nenls club. ‘The actor vos not a muntetan, co he kad to” = 
ropldly learn sono basic cuitar chords and a couple of Beatles bongs g ak 
for the part, receiving noua basic tips on stage performance fron tha _ 


agent and the other menbors of the group (the comnine drumacr of viuich - 


|. yas the boy who played Innts brother in the fin). 

- Several. of the actorn who yore eS play tho maller —e in tho fitn 
wore booked into the hotel n day or two in advance of tha tine vhon | 
thoy wore needed on act oo that they could accuston themselves to | 
Bradford and thelr reapective characterse The actor playing Condra's 
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Wook Indien friend, for instance, apont coco tine vendering about 
tha streete of the city wearing the clothes fox the port, ond 
behaving Like the retiring, gentienan he vas to portray - a ‘poor 
black? nm he put it, rather then the fleuboyant, confident person 
he was in reality. his aster alco sougit out the original nan ha 
yas to play, and cpent come tise finding out about the rants back- 
cround and Ie genuine affection for the original girl. Sintlarly, 
the actor vio played "Phil! = the mali-tine criminal - cane wp to 
Pradford for A dayz before ho vas needed in order to proparc ‘ 
hivecl? for the part. ‘his preparation involved putting on a leather ~ 
ponber Jacket and eld jeans, adopting the porcona of on aggrencive, - | 
» goush thay, and teling nycol? with hia on a tour of the tougheat pubs 
aul clubs in Deadford. fone tine after thin (noodless to ray) he 
explainodess — | , 


Tin actually from Yorkshire, co can pot the accent 

_ right, but it's the feeling you nesd. A rouch 
Yorkahidrennan is different from soncone fron bloody a 
Sussex, co I wanted te do eli that in the puba, with - 
tha moody gear and the drink. In fact Timo these 
rough boozers, and was really lapping it up, buf the 

_ character ann tele over, eppeclally if you ara drenaed 


for it for Christ's nokoe It wan weird but it holped 
ra got tho charactor. 


In taking this part I’ teying to threw auny any 

experience that I have learned an an actor. The 

rimite you try to tact? dn comothing lle this it 

gaunt eercans at youek Ioan drawing on a dentire to do - 

‘it really, o docire te be involved through on 

exeitenent generated by the director and the story. 

i'm fust working to put thia yob ento the cercon, | 

nithouph ideally it chowld have beenylayed - ao. 

they originally unnted it + by remeono whe is a brichy 

by cay and whe wants to be an actor eccanioanlly. There 
youd have been a rawnesc about that which I can novor 

achieva because there has boen too mich pomudo- 

sophistication in my life for the last tvonty-odd yeorse — 


4 good nany of the actors for the somller ports bad indeed been chosen 
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nob anly fot their nopoamnnce and for haying the correct necont, bub 
because they vere Literally Uiriclics ty dayt. They had daytime jobs 
hansing frou Wonerete technician! te taxi driver viich the producer 
considered te be a positive advantare since the actors could then emau 

upon geauine oxperience beyond that of professional nctinne In fact 

tho producer ime rather dicporaging of actors who did not havo 

giternative coreera, since their practical oxperionte (oul their: 

ability to play different parts) might thon be Lialted. Vile many 

of the actors felt that thoir craft yan instinctive, the case with 

vaiich they could teke on a role wus often more than cinply eer Fy 

thoy did not neraly ahctract the salient paints of a choracter and 

thon niate there on the not, thoy tricd to become the cheracter = 

often by incorporating chur:s of their om experience and backprounds 

inte that relee ¥or example, the actrasses ute ployed sandra y nister 

end ount,both had sore personal experience of working or living wth | 
hosuiicappsd people, the Intter having Learnt sign-innrunge whilst 7 
being evecuated with sae od deaf children during the wor. Sindlorly, | : | 
the actor uo playod the hospital consultaat had recently boon 
honpltaliced hinsolf, and hed formed the strong irpression that pacplo 
lilo consultant. «sre often so busy that they wore conctines not in 

tune with thoir patient's personal problens} thie being part of the 
attitude which the director wanted to being out in the nctor's performances - - 


ly positively oncowasing actors to ‘trod. thode: om experience in this ee 
way, a senses of the index<ienl nature of the fila could be increased = 
(by toding the object to tie sipa vinich represented St throuch having Ps. 
tho eetars "play thensolves!) dn the hope thatr i 
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The audience sees not actors Playing roles, but real 
posple acting out their Lives, so that the ployer. 
‘peeones inn erable from the part ho plays. 


_ Boy irnes, Film and Seolity 


1974s60) 
The eee wich the actora nada ean consequently be divided 

into these which denanded the purely technical, considerations of simply 
Learning the lines or of wing a Maited mmber of "tricks of the 

radel, and thous preparations which led to ths factive! or trassivat 
potivation of charactor deeds, Aetive sotivation carr the result 

of specific research thet an actor had undertaken with reepect to 
the character ke or eho was te play, and pacsive motivation being | 
" the incorporation of sxpocts: of the astorts ow personality into that 
parte fn active notivation can, for weniete, be achieved by sorting 

out the relationship of a character with other characters within the | | 
filny within the story as a whols and according to the denanis of 
individual ecencs. Any relevant defining variablon such as the . : . - 
- character's aga, he th, attitudes, idiosyuchrasies and disabilities — - | 
can then ‘kg included within this framework in order te construct 9 
theory ty which the cheraster can be de seribeds a theory which is 
Vitorally a theery of action based upon a given cet of paradigna, 
inatitutions ond roles through unich the logical cotivation of an 


notion can be tracad. . 


She producer 2 nevertholees wanted to nove. beyond a purely connetousy 


rational, interaally Logical and solf-nufficient nodol of notion and 


worlfy hic ‘ethnographic ompirationt uy ene ee the reality of 


1g doage boing presented to the aut Yoncee fo Dak Vi ouchan points out 


in Teloviston and doctrientary 


usars 1976, the teacepts of Pies ne : 
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(uuere the truth of the whole is grounded in » denonatration of tha 
truth of the parts) can be fused with the premises of 'Gbscrvational | 
cincna’ (shore the parts participate in o truth accredited uy the 
viewer to. “tha whole) so that what Vaushon cells 'Psra-decunentary! 
film can be perceived as docusontarily significant through makdug an 
eppeal toa 'gencral ae reality of shared experionuce!, In 
translation, thin moans “that the peaducez’ intended to lock the. 
dicgesio of the viowar {t tho vicuorts rosding af the fin) both to the, 
pro-filaic event ( it the: camera scea) ond the yutat tive svont (the 
eotual events of Eondra's ite). ‘Since, howover'y tho actual avents 


yore historical and thus ntrictly beyond pore. & cunse of their | 
reality could theoretically bo ioputed by absorbing the putative avents — 


of the actors’ om characters withia the pro-fLlnic, the actors having bite 


"boon anfiginally cact not only far their profescigunl ability to work cut 


their character's. ‘active rotivation', hat also as people in whom tho 


Producer, had perceived qualit ties chazed ty tha origi= wad. cubsecta, ond 
throurh Wood a ‘passive motivation' coma be generated. Nonce "playing 

| it for real! involved Lintcting a syotes of representation (the iconic 4 

‘yepresentation of a event through the explicit actions of a professional - 3 


actor within a dracatic mode) uit Sb i a ogotes which en audiéice vould 


‘ sie a. 
tela ‘ide ~ 


— pep resentation of an event th oh. ‘the erie notions: of Getahe a ceca 


within a ‘docuontary move.) Having carefully chosen hie actors for tho 
motel ceom, far axaxple, the producer sat out to scideve Realics Ww 
combining tho (iconic) choreography of the Moat romtet netion with —— 


tha Cindexteal) reaction of the girl (both of viich being filmed ydthin . 
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a real location). The chots that were eventually used for the - 


finished film thus include, so to speak, elenents of drana and 
documentary, since the actress in particular is in part ploying 

at being hurt, and was also being physically hurt. (lot seriously, 
XL hasten to add, although the shot of her head cracking, BEATAEY ; 
the wall-panel is perfectly ear 


hether or not the mudience can n distinguish between the iconic end 
tho indexical is of course another question; a question that has to. . 
bo put to then. For Vaughan'a part, he concludes that: 


‘The reality which the viewer invests in the org shige 
by attributing significance to the images will be, . 
whother or not we ascure hin of it, in all reasonable 
senses congruent with the reality of the profilmic 
events or at least, will probably be congruent in the 


pots measure as the pro-filmic event is congruent with 
tho putativos 


Law and orders 


A munbot of legal and institutional requirenonte had to be taken into 
account in proparing for the choot which conntitute a code of practice 
which Tracey (19773105) calla the "Ground rules! of production. Unlike 
the overtly political progremws of which Tracey wos writing, a 
propramie like DUMMY docs not, however, have to register tho some degree — 
of comituent to "Objectivity, iepartiality and balance! since vhatever 
stance the programms tock, it would be published by the company as a 
dranatised reconstruction. Indeed, all the company's pre-publicity 
euphasined that DUMMY was a ‘story! or a 'dratatisation! as can bo 

soon from the original press release which began with the following 

. paragrapht ~ a2 | 


. “7 208s. 
“PUM ia ALVls dramatic reconstruction of the tragic 
real-life story of "Sandra X', a deaf girl who turned 

to prostitution. This $O-mimute flin retella how 


Sendra was transformed from a happy, laughing child 
into a human derelict facing a manclaushter chargte — 


The najor legal constraints that any publisher vorks within - these of — 
libel and cantenpt - nevertheless had to be adhered te wlth respect 

to LUNY, and the producer's intentions wore duly checked ever during 

a consultation with the company!s legal davince tovards the om of 
February, 19776 The chief concern was to avoid using peoplots real, 

nonta in order to avold the possibility of committing a tort of 
defenation, ninco in canes of 14bel tha person whose reputation has 

been attacked may suo for datages without proof of special damage. 
Even in cases of slander there ere five casea in which proof is 
unnecessary, three of which could have specifically applied to a folno . 
representation of Bandra (4c -dinputing that a person has comitted a 
crine punishable by inprisoment, inputing that a person do suffering 
froa a contagious disease of ta disgraceful kind’ and especially a 

- vonereal dincase, and inputing tunchastity to a wonan ce cirl'). For 

an action to succced, oithor in Libol. or dinndor, the statement complained 
of has to be falac, of course, and the producer had gone to considerable 
leagths to woke cure that all his infornation vas true, plus most of 

_ hig information had been given to hin by the fanily iteclf, froa whoa 
perniasion to use such information had boen obtained at the outsote 

The use of fictional nance was neverthelees to be maintained throughout 
the fin aoa safeguard to tho company as woll as to protect the people | 
thensclvene . = | a | 
fine a company is, in tho eyes of the law, a legal pornon, a publisher — _ 
niso has to bo careful about defemation in this respecte The name of | . 


i? 
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tho chain witch operated the notel 4s, for example, clearly visible 
in tho film such that m cane could conceivably have been brought — 
cgainat ATV had the fm implied consent on tho motel's behalf to 
its prenmines being used for immoral purpose. Perminsion to use . 

such Locations for specified purposes consoquontly had to be obtained 
dn advance in order to protect the partica concernede Apart from - 
protecting the company as a publisher, the producer also had to a 
eecount of those aspects of the law which deal with tho general | | 
principles of citizen'a rights. In order to avoid actions relating | 

to trespass of Land, for example, perminston had to bo sought fron 
tho owners of different locations, and due payment end reparation rade. 
ginklerly, torts of nogligence had to be avoided by talking due care 

not to obstruct public hishvays with vohicles or equipnont, cry tor. 
exemple, failing in the legal duty of oxoreising propor caro whon 
ueing equipment Like the 'Ho-ldt? car mounts - the cars concerned were - : 


nlvays festooned with signs saying "Beware = wide load! to warn othor 
notoriots. 


Several nattors related fo the Copyright Act (1956) aloo had to be | 
taken into account since the film was to include a mimber of pieces” 

of recorded music on which copyright would exist (and on which perforning 
rights could be exacted). In tho fairground, for exmple, the Sound- 
recordint tried to avoid picking up tho misde coming fron the rides not 
enly because of the technical nood to obtain clean dinlo-uo tracks, but 
also because of the neod to avoid reproducing an unnecessary munbor of 
recorded songs, each one of which could theoretically attract a feo fron | 
the Performing Righta Society. Cimilarly, the records which wore used 


in the *Party' acene immediately before Sandra stabs the nan nb 0 
deliberately those of ATV's subsidiary Pye Records Ltde, and even tho 
television programe vhich uns being chow on a television sot in ons 


of the scones in tho fin was an Tiv transaission rather than ono 
from the DRC. - 


Oxo potential problom viich had te be cleared up frosa quite ly 
atages concerned tho title, 'DMMK" had alco bocn used for the 
title of a book by Hemost TMdyan which had been published in Anertea 
in 197% by Ldttle, Drom and Company. Oddly enough, this boots . 

(fear the weiter of tha files SHAFT, (Im FRONCH COITINCRION and HIE a 
PLAINS DRIPTR) had been about a closely similar subjects the trua oe 
story of a deaf-mute Aaerican black called Donald Leng who had been | 
necused of two nurdera, The bock had not becn widely available in - | 
this country, however, and the producer had not read 4t until after 7 . 
the preparations for the filn had been aot in notion co an accusation 
o2 plaglorims cannot bo lovelled. Wurthermore, 'Candrate! story was | 
iteclf tro, and tho real girl's nickname had indeed teen "Dumy! 

co it was felt to ba perfectly logitinnte to co abend with both the 

filn and that title. It nevertheless remains open to speculation as 
ta what would have happened had Mdyann (a5 an entablinhed i a 
beaten the producer to the cereon with a fla of the Gane Nowe. 


A nunber of nore ninor points had to be talon into considsration in 
- relation to general policy within the Inv compantese ho Duscanbe 

end Alvarado point out in their atudy of the naling of HAZ (1978:87), 
a company's ndvertining alos department has to poke cure that the 
‘commercials do net clash with the proprasmen in order to avoid having ; 


AF accents for Dritich Mrvaya dasediatoly after a necbeicns ae ae 
featuring an air crash’, Sindlorly, caro has to be tation with the | 
actora wie might appear in quite differont roles within procramoen | 
or commercials, Buccoabe and Alvarade give aa oxamle of a caso 
to be avolded whore an actor night be cast as a child-nolester within - 
& programe, end then appear opain in the first comercial breal: 
Yeolling dco-creams to tiny tots!. ‘Tha companies which were te 
place their om advertising tround DUMNY consequently had to mow 
in advance its contont and cast in erdor to mininine much crosa- — 
referencing, even though a cortain amount of this may ocem over a | 
| period, (4¢ was not very long after Duns tranonission, for explo, | 
that the drunken, downenad-out man whon Sendra otabs turned up again 7 
dna bread comercial as a vholecose-Locl:ing balor). IASILL"s researchers: 
also montion the fact that dt costa a great deal to advertise a product . 
on the commercial channel, co a company like Thares or ATV Lo unlikely 
to give away free advertioing by chowlng recocaicable brand nanes 
within tha contoxt of a programice- Tho obligatary black: tape which ; 
the 3S applica te proprietary packets of cornflazes or nauca bottles 
vhen thoy aypeay in the corporation's programs is net as constitutionally 
necessary for Tv, but WGRts producer still ensured tha trade-marks 
and labola on such dtena ag cidor-bottles wore cut of shot. 
Of nore beeen: deportance to the fln Pat a wWnole was the institutionalisod | 
otructure ropreacnted hy tho Indopendent Broadcasting Au: thority and based 
upon tho TBA act of 1973. Within thin act ‘the euthority has four sain 
| functions} to celect and appoint programe companies, to suporvise | - 
"program planning, to control ioe and to transcit the promreaed. 3 


It 4s also required by the act to: : oe F Te 


eee Provide public broadcasting services of inforzation, — 
education and entertainient and ta ensure thet the 
programics maintain a high standard and a proper balance 
and a wide reage in their subject-matter. The Authority 
ia required to satisfy itself that, so far as possible, 
nothing is included in tha programies which offends 
agoinot good taste or decency cr is likely to encourage 


or incite to crime or to lead to disorder or to be offensive 
to public fecling. 


With regard to the content of any particular programe, the Authority 
can then exurcise ite powers in the following way? | oo 


If the ataf~ of the Authority have any doubts or 
2 questions about a proposed programe, these are a 

-" "  yormally put to the company orally at an appropriate 
level. Hore often than not they are resolved simply 
by the supply of further information. Where this is - 
not so, there will usually be discussion with the ed 
company, which may load to agreement to take no further 
action, or agreomont that the company will itoelf take . 
certain action} or else to a request for a full script | 
or for a preview of the proprosrc,or both. In the last 

' genork the Authority may Losue an instruction to withdraw 

the programe or an dnatruction to present it only after 
changes have been mada, but final directions of this 
leind ara soldom necossarye | 


(sco the ITV Guide to independent telovinion, published 
omually by the independent Broadcasting /uthority). 


DIRMY was a potential subject of IBA concera since it was to 4ncluda 
all throo of tho ‘unholy trinity! of sex, violence and bad language, =| 
“with sone reference to drug abuse to boote Taking @a the programe in- 
the “firot place was therefore a caleulated risk for ATV with respect 

to the IB, since it had boon clenr from the outaot that the story 

vas one of prostitution, violence and cocial deprivation in which 

it would havo been inprobable for there not to have been a certain 

. pnount of reprosentation by tho ‘unholy trinity’. 
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The Tn concern in not, however, to exclude such content altogother, 
but to police the degrees of ita representation within a given contexte 
What is considered to be Yoffonsiyo! is not. fornally sot down as . 

n natter of codified lay (except, of courso, where oxisting legal 
cannulas operates in teras of Libel, content or the Offictal | 
Secreta Act) and the Authority is merely expowered to maintain 

‘Good taste and decency? by ‘Satisfying itself! in this reapect and _ 
dn relation to chifting contexts of orientation which it perceives 
to be operating in society. 


Thora ic consequently a certain azount of floxihility budit into 

tha cysten by virtues of the IRAtg trlef to ecatisfy itself within 

| the epirit of the lav rather than to satisfy a rigid and codified 
prescription. Individual producers can also be noon to possess ao 
rolative sutonoxy fron inatitutdonalised control by moans of . 
countervailing sources of povor such as the unions and profonsional - 
associations, 2 producer's personal track-record and soactines hig — 
cheer doninance of creativity (since a producer a and sonetines 
docs suececd in winning back points frog ‘TAA Ladson Officers or hia - 
- executives in arguients over programe content « if. there was no roca . 
to nanoouvre most programen would never got off the ground). heguiente 
about institutional control should not ignore tha possibility og a 
gelative autonory being exercised in the makings of individual programes St 


‘ory Andecd, devalue the potential power of veto which resides in bodies - . _ | 


‘Like the IBA or the BDC board of governors. Individual producers 


aro neither conpletely autonomous nor helpless victins of control! 


- Pracey (1977215), for exaxplo, cungeata that this atcrotony is.too 


bold since: 


eee tho operation of influsnces fron above in the 74 
form of policy statements, tho creation of standards © 

and norms, instructions as to what to cover and not 

_to cover and oo en, and the operation of the individual - 

motivations of programe-nakern should be ccen as 

interlocked precosses, differentially important 

historically and institutionally, whose interaction 

forms a central fenture of production. . 


Tho Annan Report (ILISO Cond. 6753, 19772323), on the other hand, 
aeens to conflate the two sides of the dichotocy in its statenont 
“eae the contention that the over-womting power of the ae 
breadcasters who teot the agenda’ and "define reality’ for 
the public and Satructure the view botwoen povernors 
and governed! mist be curbed, while at the sane tine 
the individual producer ds to be granted far greater | 
freodon, seems to us a myctorious paradox. . 
‘Against which Carnhan .(1978:50) arguen that this parndox only operates ifs 
see one fails to differontinte within the category 
“broadcaster! between broadcasting management and the 
interosts and fimection of the broadcasting institution 


. on the one hand, and the individual broadcaster on the 


other, with the two in a complex dialectical, structured end 


Ono axin along which this differentiation can bo dram, and vilch da 
‘particularly relevant to tho making of DUMMY, is in tho interprotatien — 


of "Good taste and decency’ and the definition of what is, or 4s not 
gratuitous in a realist form. : . 


The immediate responsibility for en individual producer is his fils, 
vhereas the responsibility of on independent production cormany (in . . 
the pernon of an oxccutive producer, head of dopartnent or programe . | 
controller) 4a to the film in relntion to the ccxpany and ito franchise ~ 


_ ag dt ia controlled by tho IBA, which in tien cocks to ect as trustee 


to the public. . | 
; Cn the first lovel of the:filn itcolf, and even when dealing with a aren | 
reconstruction of fact, the producer's responsibility is to make the 


filo fwork!. This seans “that vhatever the factual basis Side ak 7 5 


‘for including sox, violenca and bad language, such content has tabe 


balanced within the precepte of ‘fin reality! as opposed to 'rcal | 
ronlity! since the cratuitous use of four-letter wards er sexual 
or violent acts nay cinply dsfaatliorles their meaning vithin the 
given context. In other words, the straight dmportetion of fact 
into a fila lie DIY may actuslly have served to devaluo its realim, = — 
since, for exemple, the uso of certain very strong explotives (which _ | 
the original poople would hove naturally used in common speech) eee 
have boon decoded by an audience ag huneroun or shocking instead of _ 
' gonyersational and normal. Co just as the actual quantity of violence 
4n fondra's Life had to be reduced to cone qualitative exam ples in . 
order to save the audionce from beconing punchedrunt: through the | 
sheer cerpreneion of events, co the use of tad lenctape kad to be es | 
‘controlled and balanced within the context of the fila in order for 
| it to work ana representation of reality for a mudiencee In filnic 
; teras, then, what was regarded fate) pratuftoxs was limited by the 


Precucts se understanding of what would constitute a realistic pee 
of factual events. 


Since a producer, or in this case a producer/directar, is continously - 
dnvolved dn the naling of his film, is working with continuous - 7 

reference to his profecoional colleagues. is often drawing directly a 
; upon the grass-roots activity of ‘society as source? and Ais on | 
. experiencs. as a munber of an gudience, 46 could be argued that, aa. 
| creative artist, ho do well-placed te explore tha boundaries of realist. 
Certainly the nore radical programe-makers would wish to nove away 
‘fron tha provision of static placebos for a pasnive pusioness and nove. _ 
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instead tovords pencrating a nore dyneaic kind of nourishnent which 


em midience can actively ucce 


Cn the ceeend Level, of the film in relation to a broadcasting 
institution, the cratultousness or otherulse of elenents within the 
fi1m, or indocd the acceptability of the entire project, da judged 
according to policy. ‘That is to cay, according to the Authority's — 
current view of ths fveniie of "Good taste and decencyt. Tho TS\ 
ds legally required to male such judpements, and ray well be | 
enlightened and flexible in their approach, tut uhatoyer their approach, 
it ts prior to the opportunity civen to an audience to mato their 
oun judgecient.e Thus in contrast to the notion that social reality. 
| de necessarily dynamic and active since it is what human beings make | 
cocmon, through ‘worl: ex language! as lites sayo (196117145), the - 
_ reconstruction of that reality throuch a public form Like television 
in lintted within the nore static confines of a code of practice which 
dictates the Llinits of "Taste and decency’. ‘Tho ‘contract of - a 
realion’ with on audience which on individul prodicer may feol that. 
he in-vorking within as a drana-docunentarist, 4a thus pra-onpted by 
n ‘contract of tasto! with tho dnotitutdon for waom he 4a working ‘as 2 | 


an employed, much that eg latter can be scen, not to 'define reality’, 
but ta define realicrie: 


In <rantios a producer ees feocey renponsibility for his am 
@ceieions ans the TPA cays that he shold in their Code on violenco, 2 
. eince he worlss elthor directly or indirectly within the auspices of a. 
strusturally-based notion ef 'Pubtic ncryicot broadcasting. | Tho fact -- | 
that TUM was nade at all is evidence of a certain mount of Pactichty 
in the Se and the Ti ds eae anennble to teking vieka 


(4t was the BOC which bonnod Potter's BOTISTUL: AD TADACLE, eae se 
ond the repent of Lav AND CED), but the existence of cuch authority — 
eo equally well drive a wedge between a creative producer ond his 
pudience at the sane tine as it cocks to provide a buffer of "Manto 

or decency$, in which situation an audience would have no case for 
claiming that 4t had been misrepresented by that authority oinco 

they only sce the recults of ita action rather than the process. — 


_ Uf, then, the realist portrayal of eyenta depends ypon a conventionally - 
coded premise of belief in a correspondence botwoen, eae " docunentcry. . 
reconstruction and that which it cooks to reconstruct, this potentially ; 
dynanis relationship betucen a crsativa producer end his audience 
con be seen to be constrained within his prinary relationship with the : 
dnstitutionalined prerequigites of ‘Taste? as laid dom by a body Lilss © 
the IBA, which mediates between a producer and the public as a trustee 
(although not a trustee appointed by those it supresonto). The point 

~ peing that realiss, and social reality, is subject to change, and ao 
much it noeda to be broadly coclo-structurally. dopondent, and 
dnotitutiono-structurally independent, for otherwine thoro isa , danger . 7 
ef homeostasia creeping into a oysten, vhich «as a aysten of 


communication ~ needs to be dynanic, wolf-reflexive and open t ‘to criticion. 7 


moaretically, the IDA is open tonal o: of these aspecta of change pince 
_4t 4 not operating within a rigidly codified cysteny even in ita 
- dntroduetion to the TIV Code on violence it adaitst 


Ideally, a coda chould give a clear guide to pehaviaes 
taned on reliable knowledse of the consequences of 
aiffercnt decinionn. Unfortunatoly, no code of this - 

_ kind can be provided. ‘Thero are few rolovant facts and - 


- few reliable findings derived from generally accepted 
researeh otudion. 


‘fo decisions that it makes are es sentially, and tn a oe @ 8 
nense, arbitrary. ‘In fast, the IDA rarely has cause to intervene 
directly 4n tho moking or tranomicsion of individual programes 
precisely because, in the absance of ricid ond visible ruled, individual 
producers work in natiefpation of tho possibility of ID\ intervention 
rather than under its imedinte control. the relationship is 
consequently, as Carnhan points out anbovey n complex, dinlectical. 

and otructured one, which, in practice, can porpotuate fornulae whieh | 
avo tmovn to be nccoptable hy virtue of precedent. Again, producers 

or their company executives may seels to protect the frequently heavy 
financial izvestuent 4n individual programes (or their franchine 


os a vhole) by incuring against intervention by over-anticipating 


the level at witch it might occur. Corrolatively, vhere the nochaniona 


of control are more overt, the "internal? risk in reduced, euch that 
producers can work right up to a known ‘cut-off? point with Jess fear 
-of encroaching upon. tho nincfiold of potential intervention. 


ra 


One of these tont-off points! ia the Portily Slbidiece policy, ak 
decrees that nothing ulich 1s decried to be wncultable for cldldren 
‘ghould be chow before 9 perte Vaile the producer of DUT was 
therefore constrained in hin use of violence or bad danguags for 
port ona of tho film (civon the programmets position in the achedule), 
_ by the same tol: ony he kad considerably mora licence to usa it in 


parts two and three. Sindlarly, tho uso ef a varning caption at the 


front of the prosrnme served tha dua function of neting a0) ee 
dicclainer to protect the company an woll as being a ‘paychological : 
*hool:! for an audience; it read as follows: 


Dl TUE PRAINPISED DCCUMIEIMARY VHICH POLLovs OHS vies 
NAY PID CaviANl cccics DISHED» 
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ais caption waa then further reinforced by kooping the square 
warning symbol on screen throughout the programe. This symbol 

ds intended to dadieate the programe to which it is attached may — 
contain disturbing caterinl as a warning to viewers, tut again, - 
4¢ can alse protect the broadcasters! froeda: to Include that naterLal 
(even though, incidentally, very few of tho people with whoa I 
discussed ths progrema far the audience study actually Imew what 

the aynbol mennt). 


Althoush the programme was a cranntised docunent » its essential 


truth won regneded as a valid dofence against possible opponition by 
the Authority to some of the violence contained (or, more aceurately, 
represented) within the file. Tha Code on violence states that: 


Parae . Dramatic truth may cecasionally deaand the portrayal ef a 
(f.) sadintic character, but there can be no defence of violence 
shown cololy fer its own sake, or of the gratuitous 
exploitation of radintic or other perverted practices. 


Porae Violence has always been and still is widespread throughout 


(he) = the world, co violent scenes in news and current affaira 
_ “pregrartios are inevitable. But tho editor or producer 


must be sure that tho derres of violonce shown in esocntigl 
to the inteprity and coapletencan of his proprazre. 


So “by naking due reference to these two porsorapha, the procromio~ 
makers could nitigate & charge of sratuitousness by stating that 
their reference was not enly dramatic truth, but ectual truth. 
Nienee two captions to this effect wore used in the programe, one 
at the front nfter the "disclainer! which read: 


| MTS IS A TUS STORY. DS DVENTS TON PLics | 
“" BOIERN 1950 AND 1975. 


and onother at the ond of the programe which informed the audience thats : 


sie 4 


ity 
HM 
if 


ll 


DUMMY = Title caption Showing the squar 
bottom right indicating that the progra 
Material of a disturbing nature. 


e@ symbol at extreme 
mme may contain 


| BBO 
APIER A SENN OF INPRICOMMNT SANORA RETURIED Ne. 

SHE IS AT PRESENT UNCNPLOYCD. 
This last caption also corved to remind the audience that what they Boe. 
had boen watching was indeed a trua story, and that, furthermore, 
Little had been done to alleviate the girl's plight despite oll 
that had happened to hore All these elements of the progremio's 
srorentation con alco, however, bo seen as devices by which the 
production conpany wee acknovledging institutiesal control by pre= 
empting its actual use. 


inothor way in which this control operates in practica, despite ‘ite 
open, flexible approach dn theory, can bo tracod through the cocplex, 
Uinlocticel interaction of the programo-cakers thencolvess Within 
the procuction process the producerts ‘responsibility for his ow 


decisions! is sonetines mediated through a kind of folilore underatanding 


of what 421, or will not Ygat pant the IBAt eizco the latter's views 
‘are not otrictly codified. Thin was particularly evident in the 
editing process, for instance, and as the nection on that part of 

the production illustrates, a good deal of bargaining was carried out 
betwocn tho producer and the editor ovor what would be acceptable to | 
the delitcscent, alnost esoteric authority of the IR as opposed to 
the oatensibly manifest doninion of "the facts" and the audisnce's | 
underatanding of thones then cutting together the notel aceney far 
“execplo, the editor folt that the entire otene would have to be cut 
out 4£ the proprmme was going to be oold to en émerican market, but 

_ that for Britien nudiences the IBA vould probably insigt on tha 
renaval of the latter part of the agtion (whore Contra is boing hit 
vith o radiator caver). Hitting the pirl once was considored to be 
ney but hitting hor rapoatedly vag considercd, by tho alitar, to bo 
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‘over the topt as far as the IB\ was likely to be concerned. That 
action might in itself have offended epainst section '¢' of the 
Code on violoncot 
Tapentous and unfauiliar notheds of inflicting pain 


or injury - partioulorly if capable of easy initation ~ 
should not ta show without the most careful considerations | 


~ but ita contextual position within tho scene and the fin as a 

whole alco had to bo token inte consideration. In fact, the overall - 

coatext vac a vital axiea in makins Judgescnts of thin Icind, and the 

neceptability of difforent sectioza and noquencen was often measured 

against a "balance of acceptability! as wall as being seaseend against 
the prerequisites of cramatic balance and a basis in fact. Honco- 

| borgeins wore otruck between the editor and the producer over . 

the relative valuo of certain explotives against cortain violent 

actions such that one aspect would sonctines be retained at the expense 


of enother in ordor to maintain m overall legitinecy which could pass. 
_tmaotor with the futhority. 


During the cheat itself, tho producer had already ollowd for such 
manoeuvring by makings {insurance shots! wherever the actors 
npontancously ox otherwise used yory bad language. During the editing, 
ho thoreforo often had alternative vercions of the pase chot = cose 

_ with the potentially offonsive vorda, and cone without ~ which enabled . 
hin to adjust the ‘balance of acceptabhlity" in congultation with tho ; e 
editor, and latterly, the head of dopurtnent. (ferious cnvaring | 7 
could aleo be disguised by averdubbing the dialogue with roonmtone or - 
other sections of alternative tracta ouch ao elinking glasses or 
background conversation). — 


| | 282 — 

fay poosible intervention by the Authority could thus be held | 

at arats lencth by ths producer through his anticipation of that 

control by menns of hin own experience and the editor's direct: 

lmowledge of provious IBA decisiona (the editer boing a staff 

exployeo). Such anticipation is nevertheless a recognition and 

reinforceront of the Authority's power, which would probably be 

- Leos potent if it was more manifosty even the far more direct 
exercise of censorial power uhtch coma in the form of an order to 

inte various cuts in the flim, camo from the head of department 


throuch his Sn of that power, rather than from tho futhordty 
tteelf. 


The threa tain euta which were ordercd {1lustrate the difference between | 

the demands of the film and the denanis of the inotitutions ‘There 

ia no reason to cuspect that the negotiations Ditivedn the producer and 

the head of department (who uma by that tine Controller of sea ceeney) 
wexo anything other than amicable, but tho producerts control cver the 


content of hia film was at that point being decisively removed. As 
sl ana 

/ 

. The fiin is trying to follow a line of picentive idee te 


is ceoking to make the intention and the story clear : 


without naling things teo glaringly obvicus. Tha 
straightnees of this line is also to do with an- 
_enotional balance in tho film and also with the stylo and 
_ pose of it. Up ti) now the parmscters within which I. 
_have been working are enclosed within the structure of 
the film, whercas (the cuts) are te co with external 
erdterin of censorship in ono way or another which have 
nothing to do with the film. 


The producer had outlined his erpunents for naintaining’a series of 
 bolanced ccenos within the f1ln dn a mmber of monos to the Controller 
during August 1977, but after a viewing on the 18th of that ronth, 


the latter decided to orcor the throe cutc, These wero: = 2 83 2 


Xe To cut completely a scene showing Sondra atteapting to - ty 
telephone her sister in the lobiyy of the motel, directly after tho 
attack. Tho scene clearly chowed tha extent of Sandra's injuries. 


t 
" 


2e To cut the close-up chot of tho ctabbed nan ag he is dying in the 


street, and his accompanying dialogue "Christ, I'm pissad’ (But to 
retain tho rest of tho sequence). 


3. To cut the long-shot of this nan as he lies dead on a mortuary 
slab} a chot which clearly chowed tho man's penttals. | 


The telezhons eeene had in fact been a bone of contention at the tine 
of its filming, ‘partly for technical reasons, and partly becauso it . 
“was gonerally wxpopular with the crew - several of whom tool the umusual 
step of volcing their disepproval of its dnclusion then and there 
tith rocpoct to its cutting from the filu as a whole, however, the 
Controller felt that it was indeed gratuitous, eslince It followed tho 
extreme violence of the attack dtaslf (witch was elroady gusting | 
hard asainst the Mites of 'taste and decency", evon given tho filnta 
overall sontext) and could te safely cut without ruining the flow 
of the narvativee As he explained: 

lio (the preducer) vented both the radiater cequence* and 


the "phona scence I therefore felt the Inttor to be 


Gratuitous, and also that the mako-uy wos over the top = | 
both techifeally and dramatically. 


*The radiator sequence was the cecond part of the action 


in tho motel bedroom, where fandra in hit ropoatedly with 
a radiator-cover., a 


Sintlarly, the Controller folt that tke Sicaacue of the shabbed mes 
in the otroot was gratuitous dn the contoxts again bocauae of the 
extent of the malto-up blood, The neconpanying dinlogue was, howzver, - 
retained for tho finished film in a wider chote - 


DS ter mote 


Two of the cut scenes: Above is a close-up of Sandra's appearance after the 
attack in the motel bedroom as she would have appeared in the Lobby scene, the 
whole of which was cut. Below is a close-up of the stabbed man as he lies in 


the street prior to beingremoved by an ambulance. A similar closeup in the film 


The third cut, of the nan oa the mortuary slob, caused nore dismay 
to the producer than the other two cuts, because the original scene 
had been included in order to indicate that the man was indocd, 

dead (rather than sinoly injured), plus it was felt to provide a 

point of balance in tho fabric of the film. Asa quict, brightly-~- 

“ U4t soquence it was in direct contrast to the busy, night-tino _ 
stabbing sequence which had innediately preceded. At, aid this . 
juxtaposition was folt to havo eshanced both. Surthernore, the 
followin: peono wan to be of Sandra heing errested at her fricnd'a . 
flint sozuo time after the stabbing, 50 the mortuary nequence waa also 
intended to act as a passage-of-tine indicater. Lastly, the longshot 

of the men on the slad was a direct reconstruction of the police . 

photographs of tho original man, and the whole sequence had been 

shot inside n real hoopital eortuary ouch that the real starimens 
of the interior could have lent another mall clue to the veracity 
of the film as a vnolo. Froa the Controller's point of view, there. 

vere ab least tvo other considerations: . 

’ The reason for making the cut of the longshot of the -. 

' tian on the mortuary slab was not because of the genitals 
being shown, although certain people night have objected 
to that; it was becnuso the wife of the ann in still . 
around in ranlity, end T felt that it would be unneecasary 

. to show a recoustruction of her husband lying dead oa 
_ @ Blab in this vay. It wan argued that this shot provided | 

a punctuative pause in tho film such that the audience would | 
renlice that this in serious ~ that the man is dead - sor . 
argued that on artificially extended verison of the nid-chot 

. of just the man's hend would provide this punctuation without 
tho probleme of the longshot, which Lo what was done, and 

without 4t bedor as gratuitous. You cece I aloo have to 


‘consider the programe in context ~ in the context of an 
evening's viewing, in a mid-week slot; mid-evening. | 


fpart fron retaining the dying nants dinlogue, all three of the cuts. 
were culy made in the finished film with the producer's somewhat 
_ gendging acceptances the vitally inportant motel bedroon scene had, 
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after all, been retained intact oven though it was a moot point 


whether 1t would be aceepted by tho ID\, and having made tho cuts, 
the Controller aaa then prepared to back the fiin to the hilt and ~ 
to support ee decision to provide o particular nlo$ in the achedule 
for ite In this respect ho W2s, for instance, teking necount of tho 
Feolly viewing policy an well as section "at of the Code on violence, 
viieh points out that: | | 

Deople poldén view just one programe. An acerptable - 


minimum of vielence in each individual program may 
acd up to an intolerable level. over a poricde. 


Whether the fact that DUY was to be falloued by a Conservative party y 
political broadcast and Mus 422 Ta would have redasod its contextual . 
acceptability ia another neat ae ee Dut had the programe been chown : “ 
oa the seme night os, soy, on episode of HE § GRRE, care would 

rood ta have boon talon in ralving that justoponit! ton in the first | 
place, and had 4t proved to ba unavoidable, the violent content of 

either may have had to have been reduccde 


As fax aa the propranes Atsolt Was ihinnads osavers tho Controller © 
had effectively supervised the producer's aolf-regulation in foreatalling 7 

5 diract intervention by the IBA by coubining his personal interest dn 

the projoct (as tho porcon who had originally commissioned the programe). 

with his profecnional dintor eat in its. tructure (as an expardencod 

filaenaker) and his organisational interest in the programe or yroduct 

(as & prdnary representative of the company). The net senore af which 
was tho eventual trananission of the progres by the IBA dn the: fore. 

; agreed betwaon the Controller and the precucer, ‘The Authority, in 

othor yords, accepted that as in tact, and watbont having exercined 
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any direct, visible control. This is not, however, to deny the = 
existence of that control. While direct intervention is rare, ono - 

of the reasons for this is that the duthority's effective control 


operates by proxy ~ a5 the ITV Guide cays, 


The Auth sity has ee ronuired tint the. initial 
responnibility Zar observing the provisions of the 
Sot and for obocrving the Authority's policies chould 
ve tation by the camanies themselves as part of their 
contractual oblications. 


hte, tt secna, is contrary to the dutherity!s coaclusion to the Code — 
on violeros df the individual producor is distinguished from the - 
company, for 4t scaynt 
‘This Code cannot rrovida universal rules. ‘The progracme 
maker must carry reeponoibility for his own decistonn. 


In co soncltive an area risks require cl 
justification. If in doubt, cut. 


Even though this Lnst searedenk is caretul not to soy tthe respansibility 
‘for his om decieton', the nrevious aiotation clearly fopliea that 

the propresvie-maker's responsibility da to justify hia decisions not 

to hingelf or his understanding of the current neods of an audience, 

wit to the Authority and its current underatanding of feuston and - 
norality! through Las coxpaty'a contractual obligation to do ao. The 
reality of control, and the potential dualim of responsibility (which © 
-. Jord Windlerhoart has referred to nas "fhe moat common, end profound, 

source of friction in tolevistent (1969:229)) camot be resolved ty 
‘positing a natural overlapping of that responsibility, since a producer'a 
nutonswy in relative 41 tho last instance to what Pilldncten called 

‘The proper exercise of ranponsibility ty public authorities duly conatituted 


Fabs ‘trustees for the Punit interest’. Rigntly 60, one may argue, ‘except: a 
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. for tho fact ‘that FS erentive producer (nnd thone to whoa ha wishes - 
to consnunteate) has no definitive way of Imowing what 4t is he is 
. “eutonocous froa until ho sterta to find that work ds not boing 
. offered, or or that vork which has been completed is being altered by 
| : emocutiven, uho nay be working, in turn, within econonic and 
"dnotitutional constraints which have Little | to do with the progresne 
beads . | 
a There ig a reason, then, why many indepondently-ninded nroducera 
| oe directors wie television aa a training ground prier to on nove - | 
> into foature {LIne (oney : ccopted) and for attempts to restructure 


oes ‘the induotry through tha mre defunct OF, It remaing to be seen 


“aS vhat vill happen with the advent of TIv2, but whatever happenn, 


er one stural: con straint in sone fora will clearly cxist because of ¢ the 
* nature of a industry ~ ns Garnhes points outs (€1973:50) 


— 


oceg to genie bureaucracy is merely cllly. 
‘Bureaucracy io a necessary and creative part of ou 
‘social pracente TV broadcasting in carried out by 
_ ergandsations of a necossary uinimr financial, 
. advinistrative and technical complexity. These 
See dustitutions omploy individual broadcasters to make 
, . « Endividcuall programzese But these programmes are part 
.-, | of series and schedules, wiich are in tura port of 
budgeted firencinl. plans. Far froa being a — cn 
.. ‘he creative process, the bureaucracy wuhich organises 
_, and controls the enash flew, the capital invostrent, the — 
teshnical developient and purchasing, the staff hiring — 
and training, not to mention the lons tem proptacs: 
‘policies, are the indisponsablo founcation for any 
+ . erentive practice within telovinion. 


"3 xe that. I (and Carnitine) oxcue for is that individual preprerie-riakera 


ae really chould ‘corry the responsibility for their am decistons!, not 
3, by renoving g constraint, but by maicing dt explicit. ds Corban caid - 


dn hin carly version of Structures of Tolevinton (1973) eo nov ctry bina: = 
chould:_ 


ms . 


eee Open out and sake explicit the State's arca of = . 
control and cethods of control, so that thoy can be — 
scrutinised by parlinnent and public alike. It 

should allow all those who work in the industry a 
proper cay in how it is run but finally, in order to . 
guard against the arrogance of both State and broad- | 
caster it must weild in public representation and 

power at all levelsy:not just on top, aa at present, 
through the porliqucntary proceste 


In othor words, individual programe-nakers end the public havo a 
right to Imew the nature of constraints which are operating, 
uhercas at negrent they do not aluays Imow what they have a ripht | 
to Imow abouts Vnile Carnhan concedes that broadcasting can nover . 
be coupletely froo, in the conclusion to his 1973 poctseript to the | | 
original nonesranh ho adds: 

Zhe choice licen betweon constraints openly Planned and | 


consciously accepted and constraints imposed and 
unconsciously accopted. 


Constraints imposed at the level of individual programe-making are 


certainly not always ‘unconsefously accepted! of course. Lonnis Potter's 


reaction to the B30's banning of his play IQINSIONS AND TREACLY can 
hardly be described as such, even thourh the playwright felt that 
there wore no paromotera in vhich a neaningful dialogues could take 
“place, At tho 1977 Ddinvurgh festival he arguod that there did not 
seca to bea concept of who the offended viewer night be, aud 
concluded that tho viewer uust be thought of as a 'chapel-golng | 

hill farmer’! by the powers that bee On L's LEV? BANK CHOY he later = 
told Melvyn Drage: = | 


The enormous condescension of the people who run 
television is usbelievable; tho more you sae thon 
' and the more you move anong then the more you know = 
. that they thint: their fellow citicons are dumkhoads. | 
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Decaucs you, and lot ts of uritera, don't thin: Like 

that, you are going to get into trouble. If the 
price of writing what you think to be tho truth about © 
your axperienco.ese. is that they are coing to say fyou 
ore micine the conventions! or fyou can't oxy that’, 
thon what I cay is buzccr thea. I roally do, hell 

upon then, because they are getting in the way of what 
tho madium eculd be and nonetimes inj; an emancipator, 
an entertainer ond an instructor + socething which 
idiminates, not by showing something unobtninablo, 

or gsonothings alion ond dintant, but aetunlly showing | 
the otructure, the shape, the recponson of, if not 
entirely thoir own liven, then sone part of their Lives 
witi witch they can engage and to which they can address 
theisolves, and hon I say ‘They! I mean me and you. 

‘ve should never lone tho sense that the people watching - 
‘praude If wa do wo might just as well write Cronsronda, 


wo might just as woll siit on then becauace that in what 
wo would bo doing. 


‘Dy contrast, the cuts disposed upon DUMMY were consclously nceepted | 


by the producer (even though they cane eo conething of a curprine)., F 
fs the Controller raid, 


Bi g thoy (the producer and the uniter >) hod been nioeauealy 
acamant about keeping these cut bits I would have thought 
mom about it, bout in the event, the three cuts were nore 
or less aproed upon rather than forced throuch. 

Dut he addedt 
(tho Sree, bas editorial control in tho ree of his 


programo, but I, of courne, have editorinl control air 
the nat resort. 


Shooting the fiin | 


Introduction 


A drana-docunentary producer's desire for autonoay or editorial control 
in the making of hin programe in in part the desiro of the artist 
to be freo of institutional constraint, and in port it ia the desire 
of iad Yobjective obsarver! to be allowd to report the facta as - 


he sees > Hlaadie Unlike the traditional notion of the individual artist, 
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however, a programme-naker works within the conditions of a . &. 
teonsensus nediuat in the sense that he works with a production | - 
tean. This bean in then expected to worl: together in a generally . 
predictable and routinised fashion under the ‘project leader’ in | 
- order to produce a coherent, unitary product. | 


Tha denira for outonomy in also, then, part of the programennakor's ve 
_nsed to oxercine authority on the floor of the sot, uiich is 
| particularly = nnd Literally ~ true when one is tallcine of the 
prorgrame-nalor as Director. Ag Director, DUGY's producer tools | 
the alnost Tobbesian view that nll the persontial and actors working «_ 


on the film should therefore function instmmentally in relation to 
hin and the film: 
Any opposition on varying levels fro, coy, the carvrazan, 
the oditer or even yourself is logically countexpreductive 
from the point of view of the file. It ic difftevlt 
enougi to get the film onto the stocl: without the 
further problen of illegitimate opposition. 
Teds warning to the researcher, but the point the Director te naling 
is that any reduction in his autonomy with rerard to the production 
“unit ds Likely to be disfunctional to the film. Indeed, any difforences 
of opinion or missivings about the fn viuich tho nentors of tho “2 


unit had wore almost always expressed in private and mitirated by ; 
_ Statenonts like "se. well, after all, it is hin filo, 


} 
4 


This is not to say that the Director was deaf to constructive 
cuggentions, pince thene could often n pesitively usoful as well as 
providing a mechanien through which potential conflict could bo 
managed. dust as cany of the technicdans felt that thoir job was 

_ to provide a range of choice in terms of technical facility, fore) | : 


ot 
cucgentions could be made, and advice givens on which tho Director ae 
could then act as ho cav fit. ‘The crew wore nonetheless relatively 
autonomous fre the Director in a cinilar wey to which he was 
relatively autonezous fron the production company Cin the first 
inotance) and the preseriptions ef the State vin the TRA Cin ‘the 


Last instance) 


Cra way in which the crew could ‘cone to torus with this relationship » 
yas to emhasisa thoir professional autonony as craftonon. An 
individual produzer may woll be wore likely to have ‘necess to tho . 
reality which he is trying to reconstruct than those who control 
his neocons to tho meana of that production, but, orcad, tho desire 
for nutonomy can also lead to a retreat into profecalonalion | 
nad an emphasis upon pernonal inteprity and experience. Thus a 
programesnaker bears relations to both tgocloty as sowree! and the 
professional values of the mediua itself, which is not ta forget the 
third factor of a programe-anier'e relationship to 'socioty as 
auddoneot. Ae Murdock (1977:6) ham pointed out in the contoxt of . 


drama production, and as rany othors have pointed out nore conerally: | 


. Tho importance of the creativa personanel's owa views 
and experiences in shaping dramtic output is firther 
reinforced by thoir pencral uncertainty about the auwilence. 

_ Studies to cate clearly show that beyond tho raw ratings 
firures, most writers end produsers pny comparatively little 
attention to audicnes research, with the recult that they — 
often have only a vory hany and intomleta idon of whe 
watches their programnes and hoy they respond. Faced 
with this vacuun, thoy tend to fall back on the opinions 
of their profeccional colleagues and on their ow tastes. - 
and judroments of what is good and worthwhile. 


«ha a brief exile of this one docs not have to lool: far beyond the 


ie | exporlencos of people working on LUWMY itself, Tho weiter, for instance, 


i a 
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folt that it wan nctually impossible to take the audience into account 

to any practical decree, and while the [OC had prepared a thirty-pase 

- gudlones Reacereh Report on the documentary sories TID PANTLY in | 

| 1973 (a cories on yhich DUUT's producer was co-director), the 

producer had never oven it. fiven tf ho had soon this report, the 
Sentes nay not have found its contents particularly useful for 

reducing his Mneortainty about the audience’, not least of alt 

because dt was after the fact. fn feted has noted (1969:82): 


ase there are nome grounds for believing that audience 
rorearch, despite ita ingenuity ond hich technical 
cormpatence, may not revere the need for adfustronts 
of a structural Ikind. ‘The volute of breadenstinge 
output melissa elaborate preeplannine stuclien the 
exception rather than tha rule, and tho regular 
type of information fed back tofie comnmiratore has 
cortnin Linitctions. ‘Thore nro frequently problens - 
of interpretation ond evaluation which malice information 
about nudience aize and reaction anbircuous oven to an 
experte Tho reculte inevitably appear come tine after 
the event, and it may ba difficult to record thu research 
findings no an active Link in the commmication chain. 
Tho very regularity and predictability of findings about 
the audience may lessen their eirnificanco for th 
communicators Judhence recscarch, oc it in typically 
carried out by the survey methed ray also fail to indicate 
whnt for the coxmnicator are the caliont fcatures of an 
audience. Me will tend te be most interented in tho 
response of cipnficant indivicuals = those he Imows ho 
wants to contact, or whese opinions ho resnests. ‘Where 
det prograsces draw emall eudiences there is an inovitable 
roluctance to accept the views of a handful of individuals 
in a explo as representing those ef many thousandse Not 
curprisinsly, broadcasters appear at tines to attach nore 
inportance to the view of colloapuca, or those of fricuds, 
enaighbours, or chance acquaintances than to audience 
_ eenearen statistics. 


what many broadeasters soe as the absence of usable date on their | 
: audiences is not, howover, regarded ao necessarily problematic, | 
Ceneralisable discoveries avout viewer's reactions to past propresnica 
. ae be intorporated in the planaiag ef future produstions in the ey 
that a demonstrable difference betweon people's verbal and visual 


x 


z 


conpetency has been enchrined in the adage "Don't tell mo - 

choy me!, But broadensters tend to work within the core general. 

raxctn that ‘Ve are our oun vorst critics! vhich can be seen as 

on idsolopical translation of an implicit realisation that Mase 

comunication’ ia - an Mldott (1972) surrests « 2 contradiction in 

terase fince ny producer Iciows that he or she will cot a range 

of reactions to any ons propremme y n ttruct gudeenent is cousht 

froa those people who are considered to be best qualified to maka 

that dudeemont such that a theary fe forned which states that if a 
progre:sm3 tworks"® for one's professional colleagmies, then it must 

| nico ‘work! for any audience, and 42 it docen't, then itts a fault | | 


of en eudicnce rather than the programa. 


The notion of a propane tworicing! novertholess diadienintion at 
Toast two atares of enalyois for a profecaional communicator. Pirotiy 
he ia looking at tho technical aspects of the programm?, and mere 
particularly the technical faults that 4t night con tain, and sacondly 
; he de losking at it as any other viewer doom, as a 'sipn vehicle, 

er rather Ateivehictas ofa specific kind organised, like omy other - 
form of cocminication or language, throuch the operation of codes, 
within the oyatagnatie chains of a discourses! (Rall, 19732). In 
other words, vhother er not 4 Producez retreats into profeccianalicay 
a part of that ethos: denands that, as Hall continues, “The apneratus | 
and etructures of production issue, at a certain ronont, im tho form 


of a eee vehicle constituted within the rules of Nansuage", 


rz) a professional Producer compoting in a morket with’ other sicceationei: - 
| he broadcaster can loos to the regativa Leedbacls of post fastun sudience | 
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dedeaeali for informatica about audience cise, and maybe its composition 
and reaction to a programe ag a wholes Dut as a professional 
comariicator, what he really wants to mow is whether his programa, : 7 
kas 'yworked' as a discourse. He vants to Ino Wacther the mules 

of the lansuavoe he is using are the cane rules that his audiences | 
vill uso, viiether that decoding 4a symmetrical with hic encoding and, 

in short, whether people have understood shat he wns trying to cay, . 
which ic precisely the kind of information which ho rarcly recelyese 


Uithin th: cirousscriptions and structured conditions ef production, 


an individual producer therefore falls back: upon his accoss ta 'soctety | - 


es source'. In the ence of a draca-docwientary producer this access 


ean take the forn of a chnin of contact back to n couree of putative - : +. 


- gact in addition to the sroducer's own experience of Living in soctety 


ead of exmagins with n vance of different forms of commmicntion beth — 
privately and profecstonally. Dut in working within a structure wich 
‘ excludes any positive feedback during the plane of on programe a: 

producer has to rely upon his ow tastes and judeoments, not only, da 


Iiurdack pointed out, to determine vint is "ood ond worthvhilet, but 


_ dn order to determine what the trules of Innguacc® arc. 
lioking a fils can thus be seen es a process in which a producer, and 
more particularly a director, operationalines a act of hypotheses 
which he haa formed with respect te the way he expects on midience 


to understand that film. Those liypotnesas can then be oupparted as 


a theory by malsing reference te professtaunl colleague and a producertg 


ow conmon Sense; literally his cenne of what is comon. fuch a theory = 


ultixately fallo doi in the face of ovidence that differential decading 
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‘teloa place, elthouct in a conse this 4s fortunate, cince 42 nensages 
vore always decoded in the saw fom in which they had been encoded, 
nothing nov could over be saide A director's intention in nevertheless 
to literally mete eenso of hin material, to ourround experience with 
context much that it cenots to be cdemly renoation and te map out 
co-ordinates of meaning which will foreclose the rence of interpretations 


hope ty 


that an audionce could moe. 


It dn this culturally constructed symbolic activity ehich I would 

ike to trace in tho qetuel malciag of the film through the following: 
study of tho choot and the onsuine section on the editing. The study 
wild show thet in no sence can the making of a film like DUNE be 

' deseribed as an ‘unstructured copy of events! but that at each hanes 
of its production the directar works out a comtotie; a theory of 
signification, The degree to which this ic a personal confotic con 
then bo tested against tho decoding by the andicnce of the ancoding 

of a cot of cigs by tha director. | 


In using the torn toondotiet dt 4s d=portant to nao ep dutenktimn clear, 

; centoties, ac it in usunlly proached, is 2 useful way of Jogitinating — 
on individual's persenal roading of a text (or a fin), or as Golding 
© (1978) bas remarked, Lt is "window dressing for frecuontly gifted but | 
entirely randon porspleacity!. Nore symatheticnlly, sectoties provides - 
‘a way of aralycing a text by allowing it to be read as a structured, 
encoded ronsagryohiclo = as Teo (1965) cays, "Sendology (sic) eich: an 
the universe of ideolorctes errangod in codex and enb-coden within the 
ai weiiversa of sigasts Uonee tho eentral concerns of nontotica are the 
-pelationshin between n sim and dts neaning and ‘the way on eign ta | 
_ conbined with other signs to form a code. Co far, oo good, except for 
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“cota uso of the cefinite article. In studying an obsect (a text 
«ithout a subject (the nreducers ond receivers of that toxt) a 
cordotician catntt presume te have discovered tht luntverso of 
ideologies’ even if, and unless, they also happen tok nocholerists, 
cince ns oueain woot in 1976, the dotection of notterns of value, : > 
oth or belief systern in cultural ertifects requircn the further 
procesa of Mirputation! by tnetual renearch in the historical 
. casielosied: sealn'. A semtobictan may wall arguo thet it doesn't 
matter what a producer's intentions were in taking a prorrarmno, and 
he docon't ani: what reactions were engendered by that programe for | 
different audiences. Vinico and Uartley, for instance, lich off 
_ ghaptex two of Rendinn telovision (1975221) witht "the starting 
point of any study of tolovisdon must be with vhat ic actually thore 
rove) the sereenet ve on though they modify thin view with the prescription 
that tho rendirig of telovision must progross fron the manifest to | 
na Intent content, they are still concerned with "content! = whatever 
. that tera toy riean in tho aboonce of Producers om recelverne ly point 
$c that fer textual analysts to be able to pay anything about rocial. 
or cultural reproduction they must take dnto account the means of that 
reproduction on both aides of the artifact itself. \hother and how'a 
producer's inteations in nalting a programm are nodificd by a procensa, 
: er hin understanding of a procens, camot bo determined colely through 
a ocruting of the text. It may be true that ‘every toxt in some . . 
pense internaliacs ita social relations of production! Cagleton, 1978248) 
“put At ds unlikely that a text will, internalise nll of those relations, | 
ond an enalyst would in any cace need to lmow & good dcal about the 


| woold beyend the text in quoation before ha could begin to disinter 
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those relations as ompoccd to those which havo simply Leon read” 


into tha text. 


to a forn ef atructural linewistics, semiotics can therefore sever 
the comneetion between socinl and cultural processes by appreeching 

a text synchronically, or by regarding a f1lm = as Sean Coctcau 
did - a5 a Upeteified fountain of thought!. The menning of a filn 
derives fron more than a fixed rolation between its encoded signs 

qu tobfects in reality! becouse it is perceived by pcople, or 
tinterprotants! in CeS. Phorcels temic, ond people are nover totally 
conditions’ or constrained by their structural situation, oe pa 


they vero, all historical clutgo would be an dDlusion. To perankrase 
fertre, people can altnys male sonething out of vint is made of then - 
Sncluding their understanding of the ietentdy fined neaning of a 

text = so a structural onalysis of a film or its production and 
reception nocds the further "immutation! of phonenonolegisal. data 

in order to allow for the exploration of "tho complex and multi-layered 
interplay betucen intentional social actionn ond their conditioning 
contexts! (Murdock, 1974:218). Structural accounts on their om 

erect beautiful and complex Manadus with ro drhebitants. Yhenomenological . 


necounte on their own deseribe people in a wasteland. You necd 


coabination of both, which is why I went to trate the actual absencey 
nad presences in the reline of LUMMY an well as the potontinl onen; 

to lool: at the twenty-three hours of film which vere shot tut never 

| used, and to examine hoy a producer ~ not a text - secka and reifies | 


relationships betwoon sims and their ceanings and encodes then as a 
neocage-vehicle, 
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Inatend of produsing o nombotic analycis myself, then, one point ae | 

of entry is to execine tho smodueer!s centoties to exatne his | 
catorordes ard vanipulation of the ardora of signification in paling. 

a filn os a faat of onginzering as well as a feat of architccture. 

Tor Like a ctrusturolint, a filmer (and eopecielty a rzalict 

filaenaker) necks to deseribe and fin his swsject within the confines 

of a nodel ~ an wortsine model of hin intentions. Thin he must introduce : 
- asd speckty the voriables to be ured in charactorizins the subsect 
“\ithin th model, story or narrative, (the characters and the ssts 
| or ~— and then otart to draw comections and rolationshipa | 
betuecen these variables throuch dialogue, action and montage. The 
producer must giso cllow for error in the decodation ef the ‘message! 
ond mist comsequently build a certain onount of redumloney into the 
_gysten (by, for instance, including ceveral different exes concerning 
candra's deafness s) but not so much redundancy thet completely cppenitionn) 
docodings bocone possible in response to fred herrings'. In ordor 
to judce this balance the producer must also ectinate the dcoree of 

cenrompondance between his nodel, that which 1: ccelss to ropronont and - 
the dlegeaia of an audience = the renapping ar decoding which they 


will carry cut in viowing tho fin, 


: fis opposed to writing nm bool or pointing R picture, the process of | 
rating a filn ic relatively open to such enalysin cince it ta carried 
out in public, where many different people are Involved who have ta ho 
orgenieed end inatructed in situe The following accor unt can not, 
powever, premune to have covered nll the minutios of personal” 

7 predilection, but I do hopo to show that the operntionalisation of ba, 
the producer's intentions involved the use of categories razging from 


4 - sos ‘ Ps 9 9 : 
the purely techuical concidcrations Cictated by the aquigssont, 
through the less rigid cedes of professional practice to the more 
Inurely! ddioryaeratic cateceries of the producer's porcenal 


nesthetice 


Five yooks in Berd ford 
praen-arninionrann Oy Oe ao ebneenatttamtedieemeneamaitel 


PUL was shot in Bradford betwoen 12th April and With Yay 1977 and 
just an the producer had to interprat the tiuenty-nine years of 
Sendrata life within tho confines of a seventyreigit uinute filn, 
go it is my task: to distil within a few pages the caliont features 
‘of a fiveeweels choot which involvad upwards of thirty crov-nenbers 
and over seventy actorse Cinca a Hilleecale amlysin would take about 

“give weeks to read, the following day-to-day necount has been confined 

9 anovering the miestion "how wore the producerts intentions translated 
dnto a fila throush the orgnnisation of productioa!. Fou, in other | 

gorda, were the building-blocks of the film hewn and omarricd during 
the shoot before beine cut, dressed and assembled during tho editing ~ 

for as Peter Laurde wrote in How Sotentint (vol.77210)5); 

(What tho storyteller hap to do is wutld a house for 
‘his audience's dnapimation. It ds an invisitle housa 
and, if ho is muccessful, they will cone in and tako 

their case and then leave without Imeowing thoy vere in 
@ building, but he must Imow. He must tale care to give 
it an cntrance ond an oxit, to roof Lt, te male the 
floors level so hin guests do not stwible and wale up = 
for halt hin tark in to lull then into a half-cleep _ 
curing their stay with him. Ho mst tale care the house 
is solidly built and docs nok creak in tho wind of 
“eternity end choos that blows outside; it mugt be 


consistent and surprising enly where cucprisos are intended = 
no bedrooms in the cellar, or staircases up the chiansy. 


Toy. One 


.. FARGEEs crew wore beoked into a four-star hotel in the centre of Bradford | 


for the duration of the clioot fron lth prdl, altho the reduction ~ 

| gehen, asso¢late producer and the producer hincelf had boon . | 

officially incta@ied a Lew caya cartons Cia fipst Stee on the egonda 

unas to be an introdustary production mooting far the entire crow, 

pa event which subsecuontly preved to be unique since tho producer did 
are kaw 


net call a cinkler necting fer the whole of the root of the shooke 


Sho production moostin= 
Pn ed 


cide waa called for 4.00 pete to alloy for travelling timo up fro 
London, aud by about 4.25 pete ost of the crew wore in attendance - 
nuaboring twenty-three dn alle It wan the first tine that the bulk 
o? the toan had boon trought together in ono place, althouch mest of 
the Fdotrea crew alrcady knew ono anothere Tho freelence camera and 
pound crew novertholens arrived a Little late ond sat anatt fron 


the others os the producer outlined the followine points:. 


le. Tho story thoy wore to fila was true, and mot of the 

protagonists wore still yory much around, so the crcvy oxo seimnaa not 
to opeait to the press in order to avoid adverce publicity fom these 
_. people and to raintain a "low profilet for tho wilt itself. 
- 2. Tre hotel wan to be uned as a base, with na mich of tho 
preparation as possible boing carried out theres The locations should, 
. in other words, be used solely na a studio ond not as preparation arease 
She producer explained that he wanted to ‘creep around Dradford with 
the ninimes: of fusot, and that vehicles chould therefore be kept out 
of sight, with malo-un and wardrobe persomoel working fron the hotel 
ead not, for instance, fron nebile dreesing reons, (ucno of the propa | 
: or Lighting vana ind ay identifying Glons ouch as the ASV logo, ond | 
tho sreclaace Gamera van only had "AKA written upon it). | 


3. Tae producer Irviiented that thoy would be netrines uso 
cf the tam itself, usint real pubs, houses end ctrecte, so there | 
nicht be cone prebloss in dealing with troal! peonle. No therefore 
ttreased the need for flexibility ond mathence fn this xrcopect, 
pointing out that you cannot pin real people dam!. Sinilorly, 
the erm would be voricires uith cenuinely deaf people at tines, 
and the producer explained that one has to speal: very clearly and 
calnly with then, without choutine or trying to nate olaborate nignalse 
4h, Many of the neenca gould sonine aninimnm crow, and the. 


nchedule as a whole wnsuvery tight, but the producer namured the crow 


that Mt will bo alright providing wo move it along protty quicily'. 


(ho producer finknkod vhat he hnd to cay very rapidly with the vhole — 


rake af 
mecting lnsting lees than twonty minutes, but before it broke un the 
associnte producer outlined the arrancouents for entering on location 


(jtuich wore the responsibility of the progres co-ordinates) and 


rth we Tay 


suggested that there arrangements and the roneral necd to helm out 
; asl 


with ouch tacks as carrying other people's equircen 


peent cscule bo worked 


‘out on on informal banic. In yvioy of the nature of the shoot and the 


tightness ef the schedule thin vas no idle recucet, since unten 


agreements on equipment handling and meal-tines are ouite epeedfies. - 
age x4 ; 


Tho AePeta request for informality can coneequontiy be rend an an) 
eppeal to the crow not to work to rule in the Micht of the manning 
problems which everyone in the rooa Imew about, bet which nobedy 


entioned. 


“Ghere was one question fron the floor, ond thin vos about erev-nenberts 


personal cafety. The questiorsr asked 1% ary direct he 


sexbility was te be. 
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expected fron the momeral mublie, and the producer adeitted that this 
was a Possibility since "the emneranen and mysclf have worked out 
a few ideas for ralsiny the flim mare real, and this may havo the - 


‘yesult of antagonisint provle!, at which point the euostionss eat 


dem and trisd to licsht the wrone end of his clearstte. 


The first evening dn the hotel vas vory much a tino far poople te get : 

accuatated, with indivicenls erchancing stories about productions they | 

hed been on, bowalling the state of the industry and dincoverings the ee 

hotel's watering holes. Any discussion of the fin Liscl? uns noticeable . 
yy dtc abeerce ~ the bull: of the conversation being nvout osmenses og Ps 

; the phycienl arrangevonts for cays off and accormadaticn.s Sono of the 

actors, for dnstonce, had dcliberately arrived uithout ony money £9 | 

“that they could put oll thoir dneddsntal exponses coum to tho coxpany- 

. re part of the £0/day ollovance which had been ‘ggrecd with the casting 

‘departaont, and come of the Tistree crew vero at pains to point cut | 

that ~ an staff + tt oy worg cottins the cane rates ns they vould in 

; the studio, eid that thin was rather unfair given the exten inconvenience 

which lecation work entodled. ; 


- he separation hetvecn staff and freelance was indeed alrcady evident 
- on this mds end in tho crew's social relationshins. “Ath one op - 
_ tye exceptions, the ctaf? psonle tended to cat and drints togather, 

. mirroring tholr vork-cround, with the depres of nocinits RY Occuring 

in Anvorse proportion to an individual's position tn the untt ' 

. nierarchy. In concert with lidett's observations, (19 23152) the nonbers 
| of the central production tean (the producer, Pets, Tele and cameraran) 
tended, for exerpla, to tate their menln separately, and only 


occasionally Joinal the others for o drink, For fren being due ty Sotbeanse 


on their bowwlf (Tis Pete ond the producer both oopresued regret 

for not being able to be nora poctable) this can be seen as a direct 
sction of whet Miitett called the erganis style of expan sation 

for tho contral production teat as epposed te the mare mechanistic 

exputisntion of the rest ef the unit. ‘The central tean were 

contimmensly involved with tha oreaniention of the filn itsolf ap | 

well ag the administration of the unit, amd since their Jobs wore 

fe Leen otructured, and more organically Linked to the changing 

needa of the film, they often eimply lncltod the tins to relax with : e 

the nore nochanictically-orcanined staff (whose practical concern | 

with the fin did not neer to extond beyond the working day). It 

ah only as the fila bogan to acquire a dynatic of its om that this 

. noparation began to bronl: down, and oven theny nodthor the producer | 

nor the eccioranan found that they had ruch tiny to eocialiaa. the 

sound-recordist doplicd that this was a result of the cers tenis! 

need to consider everyone cleo's fimetion on tha fin an well. en 


tiolr ot 


Ono of the rroblers with a feature fin in that someone 
lite the lichting camorazan can becase co drmersed in 
his cinematography that he will gust Lleol: at tho erncoure 
and what's in the fromes Me doesn't necencarily have to 
lool: at the context, or to conedder what everyone olsa 
is doing. This is where (LUMYte cencreman) is co . 
terrific, becaune he is thinking all the tine, about the 
role of the prop man, sounds; everything. Ue thinks very 
broadly, which is also why he docsn't hove much tine ta 
get involved in cocinl situations like sone of tho rest: 
of us do. Ho and the producer are presceunicd the whole 
tines. Cn tho sct, for instance, someone like myeslf can 

_oit and have a cup of coffee while they are setting up 

achote I don't really start work until they kave lined 

up a chot ard begun rehearsals. It's a bit Like the _ 

' electricians.e They dentt really havo to worl during aq 
take, or in the evenings; their work is just before 2; 
tone in sot up. The only two poople who bear a continuous 

responsibility are the producer, and in this cans the 

director, and the cameraman, 
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fsa result of not having directly chosen some of the crcy-menbers, 
the producer had not in fact met sone of thon before, co his tine 


curing the first evening was civided between meoting these 7 


as 


copie 
sd explaining his plens for the choot, and chocliuing on eostuics 
and moke-wn for the following cay. Corrolatively, there was sons 


‘confusion aneng the erey over who was Wao. The fact that the producer 


; wag also to be tha dirsctor had, for examle, been misunderstood 

| by geveral of the crew who had acsumed that the associate producer 
waa the produccs’s nnd the producer was simply the directer. A cinple 
enough confusion, but one which wan to be compour nded Inter on in the 
choot og people discovered that both straight directorinl querics . 
and renernl production qucstions had to be funnolled throucth the 

came percone fintlarly, tho lack of production mectings between a 
producer and a director (witch other members of tho unit night 

have attended) can obvieusly be oxplained by the fect that the two. 


roles were combincd. 
 Prother fonture of the first evening before shooting on a meneral 


concern over the sine of the crew. Most of the staff ercu-nenbers, 


Sone 


_ esveral of whom had pant experience of feature films and all of whos 


were uted to studio moming levels, cxpresned surprine at the relatively 


minll size of the unit. Cno person, for instance, took tho view that 


Xt ds grosely undermanned, I don't think that they have fully understood 


our point of view; that you need a certain minimum of people just to — 


- comry ell the stuff nround!. The froelance people, on the other 


af 


hands who were used to Shida aid deackapkeny filming, xprepaed the 
xact opvosite point of view, with one of then volunteoring: YT don't 
- think I'm going to enjoy it very much because itts such a large unite 


Nest of the films I do have had a maximm of prohebly nist people, which 


$Q5 
enables you to wark very closely together’. 
Potential tonsion uithin the production unit in this respect. 
_dztermingled with the actor's preeshoot nervese Although the main 
actress was not too vorried about the technical difficulty of . 
playing Sandra, she had becase dnercasingly vorriod about the | 
project na a whole, and had seriously considered backing out a 
tac: before the choat bern. At that point che wag under q muiber : 
of nisapprehoeniions, sone warranted and cane not, about the producer's 
tenthons for the film in relation to tho original girl and the. ay 
actresa's role. ilaving Lived with 19 girl for some wects, the main | 
astresa folt, for exumile, that the orlsinal ish thoucht that sho | 
would appear in the filn cince the producer had originally explained 
what he vanted to do vy pointing at tho girl walle maldine a concra 
signe The setnans felt that tho original girl had interpreted this . 
as I vant to mate a Mile with yout rather than tof yout. This lator 
transpired to have heen a nicunderstanding botwoen the ordcinal girl 
and her cister, (via a new social worker) and tho former wan dn fact 
ward of the producor's actual intention, wat the iden of including 
tho original girl in the film was noverthelesa a cenuine cource of 
concern for the actress at thet point. So too wan the question of 
a actually playing come of the scenen ~ Ilve already nontioned that the | 
—_ vas concerned about having to do the "Shabby man! scone (here 
pha would take a dicveputable client cut into a1 alleyway behind a pub) 
and the "Strip! scone (hore the intention wen for the actrens to do 
pa Unprosptut strip ina pub) and on the eve of the first day's shooting | : 


the actress tma still not entirely sure how those scenes vere to be ~ 
handled. | 


2. says * wt . ho oLL + Fay 
Nona of t25 nctere tore mestichiasl > hay auoul ths cesint 


all bit ona of thoss who had arrived for tho firct day's shootin: 
had relatively Little experience of scrsenplayn, or 


tad wt des a 


exmoricnes of 
oa very cparsecly writion picce cuch as thin, co there wos 2 certain - 
gnount of apprehension ahout the vay the seript win coins to be 


& 


interpreted on the cot. Vincent Tilney, uritine in COUIPT (Spring 1967) 
kee nevertheless deseribed a nerint as a "blueprint for a fLin which 
is dirceted into evdstence! and almost all of the rectors clearly 
sileved that the neoduccr-acedirector could do dust that. While - 
% could be saree that actora oucht to trust their dircetor!s 
judcomenty they by no re elvays do, no it is a great help 1f tho 
cast already has a solid foundation of teint upon which to build the 
necessarily collaborative relationship with the director. For 


the most part this truct was never cerlounly questioned since tha 


producer's personnal identity with the fin and his comuine concern 


for the original family (apart frou hie personal and econoaic investrent — 


in tha progres) had already surfaced through hin perticularistic 
 eppreach to the casting and the preparations for the choot.. The 


rain actress was voicing tho opinion of neveral peonle when she 
odds: | | | 


He(the proeducor) has an alaraingly pood oye for castins 
prople, I mean really woird. Other actoro, apart fron 
Gia, have boon worried abeut how a scone ig going to be 
played after sozing the script, but he has actually chosen 

people for something that he han scen in then, co you 

don't renlly have to act, you are there because you are 
yous. Cre or two people haven't trusted that and have 
tried to put something on, uhich is a pity, because if 


thay had just sat there and been themselyes it would 
ave beon finc. ; 


ae 4 
@ 


~feae ee 
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Day two 


The first day's shooting was to be at the Bradford Royal Infirmary, 
an ageing municipal institution with long, tiled corridors which 
| was to be used as found for some of the very early period scenes 
where Sandra's mother visits the hospital consultant with her deaf 
babys I will describe what happened in some detail in order to 
introduce some of the parameters within which the production took 
place, and then progressively reduce that detail throughout the rest 
of the account of the shoot. It should be noted, however, that in 
the first few days of a shoot a production team may not be working 
together as smoothly as they might towards the end, and unrepresentative . 
mistakes can easily occur. The camera, for example, ‘was brand new 
and had a particularly large field of view beyond the picture frame 
- which may have contributed to the rather critical framing of some of 
the first few days* shots, and the producer had not accustomed himself 
to the problems of having a large crew on the set which, for example, 


_ aggravated the ad of filming with a very small (and cantankerous) 
deaf child. 


In consultation with the producer, the associate producer had drawn ~ 
up the ‘Call sheet’ for the day, detailing all the requiresents for 
the props department, catering, the route to the hospital and the times 
‘when various actors were required on set. The hospital interiors . 
were considered to be alright as they stood in terns of the period 
(1950), so there had been no need for extensive design work there, but 
; the producer had already discussed the question of special props that 
were needed with the designer, and he had acquired these in advance. 


The producer had also already discussed his basic shooting plan 
with the cameraman some time in advance, so that both men had a 
reasonable idea of how the shots might look, although such — 
preliminary ideas vould almost inevitably be changed once the actual | 
conditions of any particular location had been examined on the daye 
The producer had also epent sone tine the previous evening checking 
over different costumes for *Mother*, eventually choosing a fairly | 
drab coat for her to wear as she waits in the hospital corridor so 
that she could melt into the background as an ‘annonymous woman in 
an eannonymous hospital's *Mother* also had to be ae 60 a 
strapped cushion had been peepared for the actress to wear under her 
dresse . | 
The day started for ‘Mother’ at about 8 oh with hee eakecis call. 
Strictly speaking, forty-five minutes had been alloved on the call- 
sheet for make-up and the same for vardrobe, but eince these tye 
departments shared interconnecting rooms in the hotel, the cinea’ 
tended to overlaps. The wardrobe end make-up people algo had to . 
prepare four other actors in this period before the ‘time on set* call 
at 9030 sete, 80 the schedule was pretty tight, eepecially since . 
“Mother! had to appear to be in her early as J that ia, a good 7 
"few years younger than the actressta real Agee . 


Meanwhile, the lighting and camera vans had been loaded outeide the 
hotel, and the drivers had collected a nini-bus ready to transport | 
the actors and remaining crew out to the hospital. By 9.30 the crew 
- and actors were all in attendance at the hospital, and the camera 
was being set up for. the first shot, of ‘Mother waiting in the ia 


prior to visiting the consultant. Among the equipment and the 
twenty-two crew members, real hospital staff were inevitably couine - 
to and fro, with real nurses giggling at the actress nurses in their : 
period costumes, and real patients being wheeled, beenused, through 

dt alle One (real) nurse even asked the actress when the baby vas 
due as she sat waiting for the first take, which was to be of two 
nurses walking down the corridor and pest ‘Mother’. Since the shot 
‘Ma to be up to sixty ‘feet’ away from the action, which vas in turn 
taking place in a narrow corridor, it would have been impossible to 
use interior lighting to cover the two nurses as 5 they walked down 

. ‘towards the camera (because the lights would be in shot), and 

| ‘4{mpractical to Light each one of the many windows in the corridor 
from the outeide. Since the natural light was in any case adequate, : 
“no artificial lights were therefore used for this ahots 


Before making the ehot, the director advised the two ‘nurses! that - 
nurses have a ‘certain pace", end after a couple of trial runs, he 
_ suggested that they slow down the pace of their walk to achieve this. 
The first take proved to be NG (ieee iio good") because a real lady in : . 
non-period clothes walked across the background of the shot, so various 
m meubers of the crew were dispatched to guard the entrances to the 
corridor and lobby to stop people coming through during the takes. 
"Baby Sendra” had meanvhile started to got restless, and began - 
sacillating between "Mother® and the child's real mother who was. 


- pitting out of shot to the cunctate left. Since’ the child was only 


j two years old, end gemiinely deaf, it was extremely difficult to avoid | . 
oa this, but at was piles ‘to either demonstrate what the child was 
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looking at out of ahots or reject euch a shot altogether, otherwise 

Lt was felt that the audience would itself be distracted. Take two 
was also NG because some real. doctors had slipped through the defences 
‘and into shot, plus ‘Mother! was felt to be looking too sad. Although 
she was supposed to suspect that the baby was deaf at that point, the | 
disability had yet to be confirned by the consultant, so it was . 
important not to pre-enpt the distress which the mother may have felt 
after the consultant scene.  'Mother* subsequently looked rather bored, 
‘pnd take three vas judged to be 'OK'. A further tvo takes were | 
nevertheless made as insurances, but again, in teke four, a gemuine | 
patient in a wheelchair got into the shot + ‘reality keeps getting in 
the way! commented the director. The fifth and last take wae again a 
considered to be a possible, but this time the two nurses stopped 
‘walking just before the end of the take and the director instructed 
thes not to stop, or indeed start an action unless he eaid "Action! 


or out’. 
“Throughout these tekes the production aseistant had been doing what a 
‘continuity girl' would do in a feature production = noting down the 
- edroumstances of eech take, with their timings, the stop and lens | 


_ which the canera had used and its diatance from the actions All. this 


information would later be transferred to a "Deadly continuity report? 


which the P.A. would type up each evening, and on which she would also 


include details of the scene number (according to the original script) 

: and the slate mumber (the serial number of any series. of tokes made 
"from the sane angle), plus the casera loading, (the serial number of | 
* each 400" film magazine) fils stock type and size, and any relevant ie 
2 details such as } the kind of f4Atere vhibh the cameraman might have sige: ee 
—— oy 
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All this information is vital to the sites: who uses it in . 314 
conjunction with the slate information contained on the clapperboard 
which 1s photographed at the beginning (or end) of each take, to 
identify each section of the filme ‘The information on the film 

type and filters is also vital to the film processor, aince if he 
‘move that particular filters have been used to achieve a specific 


effect, the processor will not then try to artificially balance the | 
colour with unfiltered sections. 


The PeAs's notes can also be used to warn or guide the editor in the 
7 cutting itself. ‘The fact that aie had noted that the two nurses had 
stopped short in take five, for instance, would warn the editor that 

the take would hava to be cut short itself, and ofton the Peds would 
note that a take was visually acceptable, but that the associated 
soundtrack was wesk in some ways ‘The editor might then decide to use 
that section of film, but attach a soundtrack from another take, a 

take which might not itself have been printed, but from which the 
appropriate soundtrack could be identified by referring to the 
contimity notes. These notes could also function as pure continuity : 

| Afaries for use on the set itself, since the PeAe would keep notes 

about the direction from which actors entered or exited the frame, — 

' where they placed props such as beer glasses, and where they were 
looking, such that in “intercut shots the action would appear to be 
contimouse (It is a basic rule of grammar that if, nay, en actor 

. . enters the frame left-to-right in one shot, then any associated shots | 
from different angles of the continuation of that action have to. 4 
naintain the direction relative to the comerte A failure to observe 


this is saline. ‘crossing the linet where the camera crosses an Aeginary 


le 


Printed take | 


- [Printed take | 


- 


“Fig. Continuity report for scene 22 


Synch = Sound synchronised with vision 


Mute = Vision only’ - ‘ 


Wildtrack = Sound onl 
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line between its original position and the action such that the 

direction of the action appears reversede A recent example of a 
failure to observe this has been a TV commercial where a man ia seen 
swinging across a street from a rope, sPen left to right, to crash . 
through a window, right to left. . ‘The canéra has therefore ‘crossed 

the line’ which tends, psychologically, to make the two halfa of the 


action seen to be discontimous). 


_ Two more takes were shot in the hospital Lobby area and given : a 
different slate number as the astion and the angls had been geek. 
These takes were of ‘Mother! ‘and “baby Sandra‘ valking towards the — 
camera along the corridor in order to signify that they were going off ; 
: to see the ecnwaltants Before the takes were made, the director told | 
_ Mother’ to "Think pregnant', and she practiced valking about as if 
‘she vas carrying the weight of a foetus for a while.s Neither take 
was considered to be good enough in the event since people were getting 
. into shot again, and their modern clothes might have been noticeable - 
_ even though they were in the extreme background. 


a That scene took just over on to fil, after which the crew sdved 
on to a@ room in the hospital known. as the Old Library ~ a relatively 
‘ena dark room filled with Edwardian glase-fronted bookcases. This was -. 
to be used as the consultant's office, and again, it could be used more 
"or leas as it stood considering the period. The design departnent had 7 
nevertheless supplied the consultant's desk and chairs plus some amall a 
props like an instrument case and a number of "patients! records’, and 
this tine artificial lighting was required becouse of the insufficient = 

natural light in the room, ‘vo 2ki! HME lights were therefore erected - 


outside the windows to ghine through some tissue which had been 

_ taped to the window frames in order to diffuse the light. A soaller 
light - a "blonde? - - was also used inside the room, with its 1kW of 
Light bounced off the ceiling to support the light coming through 
the windowse This light was olso ‘blued’, which means that a blue 
filter had been attached. in order to correct the colour temperature 
to something approaching that of naturel light. 


This scene was to be that between the consultant and 'Nother® where 
ho explains that Sandra is profoundly deaf. Tho director described 
it as a ‘composition scene? insofar as it was carefully planned to 
favour the conaultant visually, with varying angles being used to 

connote ‘authority’ on his behalf (by having the cariera on a low triped © | 
“looking up at him) sha Setaeeets a the mother's behalf by having the 
camera. do the opposite. While this aort of shooting is once again an 
example of basic film gremar, the director certainly did not want to” 


make ita point of style, since thia would possibly danas: the 


naturalistic intente Hence the effect was to be achieved by avers 


the 'natural' law of eyelines. If you are shooting a conversation » 


‘between two people, a normal method is to establiah that there are two | 
: people there with a wide shot which shows both of them (a two-shot"). 
| Then you might go to a close-up of one of the people from a different 
angles dn which case the specker would have to appear to be directing 

7 his epeech towards the second persone His or her teyeline® therefore © 
has to be consistent with the direction of the actor's gaze as shown 
. in the establishing shot, even though the other actor may: have actually 
eteappearedy the other actor mighty for instance, have had to be 


sees | an 314 


moved cut of the way a allow the camera to move in for the close-up. | 
In order to obtain the first actor's ‘point of view" to the second 
actor's reply, (a P.0.Ve), the camera will then take a ‘reverse! 

shot of the second actor fron a | position which is consonant with that 
of the first. The camera will very rarely attempt to take up an 
actor's exact position, since the speaking actor would then have, 
logically to look straight at mmera, but in obtaining that P.0.Ve, the | 
canera has to comply with the original eyeline. If, therefore, 
‘Mother® 1s shown to be sitting, with the baby on her lap, Locking UP 
to the consultant who is perched on the edge of his desk, then a 
following close-up of any of her replies to him owuld ‘naturally' 


take his P.OeVe, which would be down to her and vice-versa for her 
PeOeVel Be 


The reasons why direct speeches to camera aro avoided are manifolds 
‘First of all, direct eye-contact in normal conversations is rarely held 
for long periods, and there is a vast literature in psychology 
‘concerned with the use of eye~contact in territory-maintenance, — . 
aggression and sexual activity, the upshot of which is that eye-contact 
is often a very etrong symbol, used sparingly, and above all poeningtutly 
(unless you are dayedreaming, of course). In television there are also— 
conventionalised usages of eye~contact for nevereading, or reporta-to~ 7 
camere vy correspondents, which have been explored by Baggaley end Duck 
. in their Dynamics of television (1976). In # dramatic form, however, . 
and particularly in a form which is striving tovards naturalisn, ‘ 
“deliberate or accidental eye-contact is minimised simply because it is 
auch a strong symbol - even a face in a crowd tends to jump out at you 
_ - Af it ds looking straight at camera, and given the fact that the TV screen 
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projects a two-dimensional image, those eyes will - like lerd 

Kitchener = sien direct contact with any viewer wherever they arde 

Hence. the peyphologtent inpect of apparently direct eye-contact fron 

' goneone in a crowi on the ecreen cen divert a viewer's attention 

avey from the central action, and if an actor in the main action 

- pakes any sort of susteined eyo-contact ‘with? the viever, that - 

action may acquire an entirely different weaning from that intendode - 

If the casera, for instance, had taken the consultent's exact P.0.Ve, . | 

‘Mother* would have appeared to be addressing the viewer directly, 

which would have severcly ruptured the convention that the viewer is 

observing rather than participating, and more {eportantly; it would 

have ruptured the convention of resliem as it is defined as a prenise of | 

‘Belief in a correspondence between "art’ and-'reality’. Theactual. 
reality of a direct contact would fail to correspond with the realistic 

reconstruction of « past event. Fye-contact is sometimes used acts: 

deliberately, of course. | Pater Finch's epilogue at the end of the. 

otherwise conventional film NETWORK is straight to camera, end was 

presumably meant to signify that some kind of transcendental truth 

was being imparted. More subtly, Colin Welland, as the schoolteacher 

in KES, looks momentarily to camera as he is explaining ‘about the 

difference between ‘fact and tiction® on the blackboard, rt) while the 


ee convention is. thereby momentarily suspended, it is that disjuncture - se 


which was perhaps intended. to be the point. — (One would have to ask pa 
; Kenneth Loach)e More often then not, eye-contact ie an unavoidable . 
hagard of working with untrained extras, real people or children, since, te, | 


ian non-professionals sonetimes find it difficult not to look at the 


canera, The much-praieed child in the early sequences of Spielberg's ~ ron 
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CLOSE ENCOUNTERS or THS THIRD KIND nevertheless catches the . 
camera's eye once or twice, end several of the takes made of "Baby 
Sendra’ hed to be rejected on this basis. Similerly, a nunber of — 
takes had to be rejected from the fairground shooting, since the _ 
filming was carried out in a working fair where interested cnlockers 
were staring at the careras ‘on the other hand, the fact that people 
were looking towards the camera during the shooting of the ae. 
‘and ite aftermath (for part three of Dom) could have been an : 
advantage, since the style of the film had become very sania Es 


by then, so having people look at camera could have enhanced the - 
analogue with a Steere documentary reporte 


The props and Lghta had all been set up in the Old Library uhile the 
main unit vas involved with filming the preceeding scene, and the” 


' -gotor who was to play the consultant had beon preparing himself. As 


a veteran "freelance character actor! he explained that he had often 
. played small character yarts like this on television in betweea doing or 


- peadings for radio, but was ‘revorthelees unemployed "seventy percent 


of the time’. _ He had remembered his lines exactly, but Was prepared | 

/ toed lib 4f necessary, ond vas wearing his oun 1950's style cuits 
‘tI've always kept all my old clothes juat in case I need then for a . ge 
pert Like this". ‘He wore very Little make-up, Just a little anti- — 
shine povder to counteract the glare of the lights, and explained — 

. that he hed Feeney been in hospital hincelt fa-that he. felt he 
undergtood how ‘msy a consultant would. bee Although the director had 
not asked hin to read for the port, he had instructed hin not tobe. 

_ Stoo sympathetic® end explained that his character would have many ithen’ 
coses to deal with such that the aertiw with *Mother® would bea | 

A commonplace event for hime 


Seite so “ 


Once the unit had arrived in the room, the Nocera tant ond 'Mothert 
wore sat in chaira on opposite cides of the desk co that the conera 

~ eould bo set up for the establishing "two-chot's ‘The camera wos 

7 placed go that ‘mother* vas more in profile than the Yconmultant! 
cuch that he would be visually the more doainont of the tuo, (no 

that his role as interviewor end firat spenker could bo established) 
and having fixed a position for the camera, the actors and the props 
‘ wero then adjusted relntive to the frane in the viewfinder. Fino 
adjustments of this kind are mostly achieved by moving the actors or. 
the furniture rathor than the cenera mince any riovement of the Intter 
will nove everything in relntion to the frame, so it is easler to move — 
the parts rather than the whole, and thin also eaves having to 
readjust the lighting or the position of microphonese ‘Mother's 
‘chair in fact had to be raised up on sone wooden blocks in order 
that her head was at an acceptable height relative to the desk (which — 
wes rather high), and some of the small props on the desk were moved — 


to its far side so es not to obscure the camera's views - 
‘Baby Sandra! was iat brought into the room until tho shot hnd Deon 


“composed end rehearsals completed to save her from becoming bored or- 
: distracted, and the crow were warned to keep particularly quist 


22 betueen tekes to avoid alarming tid’ ‘child, The two actora conseruently on = 
ren through the scene and the director arked the ‘consultant’ tobe = : 


. ere Sinward thinking? and sugeested that ‘Mother? should "project 


He felt that the whole inturshanze should be mow quickfir e, : Me 


. “bat not we eth that the lines started to overlepe As the spounde 


| recordint pointed outs, the scene would be cut together as a series of 


wide end ore shotay eo if either actor cut nto the other's ‘lines | 


it vould neko editing very difficult. At first, both actors wore 
oitting in their chairs, which the director imply felt was 
aesthetically too symmetrical, so he suggested that the ‘consultant* 
ghould stand up just before the end of the scene, partly to break up 
the visual symmetry, and partly to signal that the interview was 
over. ‘Then he decided that the "ccnsultant* locked too wetachea”” 


and 'throne-like’ sitting in the high-backed chair, 50. the director 
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aeked him to perch on the edge of the desk as suggested in the original . 


script. (It should be noted that in the original script the consultant 


4s described as a -*pleasant-locking youngish* man, which shad been 


changed in order to signify the relative detachment of the conmuiltant 


from the mother's problem). 


qhe ending of the interview with the vacuisuxeantene ‘Tins! tiie Gannst 

~ hear at all! was also felt to be too abrupt, and the tiveeten stastea. 
to think of ways to ‘soften’ thise One of the accepted pointers 
towards naturalien is to leave the original and terminal parts ofa 


scene open 60 that instead of having a scene as a discrete entity with . 


a clearly defined start and finish, the audience is given the 

impression that they have ‘eavesdropped’ on a conversation which has 

been continuing on either side of the actual ecene. Hence this scene 7 
originally started with the ‘Consultant's! line: | 


degrees of deafness, you seo ee." which appears to be an answer to an 


"There are different 


; unheard question, whereas the terminal line, "She cannat hear at all! 


was felt to be a definite conclusion to the interview rather than the - 


‘BCONGe 


819. 


| The ‘consultant® had also been teking his glasses on and off a 
little norvously during the scene, end tho director told him that he 

: could play with them once they an off, but should not keep putting 
them on and toking them off, since this night imply uncertainty on 
his behalf, which was not consonant with his role as an ‘expert’. 
The action was also felt to lock generally ‘too dramatic’; like a 
stage devices The director was, in addition, concerned about the "3 

' dlelogue Ltoelf, and began to alter the lines a little. The 
-teonsultant* was instructed to pause at the end of his last line and 
add ‘well now es.’ to soften the ending and imply that he was going 


to pay. something else (perhaps to arrange another ateraena? or take 
down some details of the "Mother's* address). 


Having made these fine adjustments, "Baby Sendra" was brought in with : 


her real mother and immediately began to scream at the top of her 
 yolee. Her real mother was given a chair to sit on Se of shot, but 
“4m the child's line of sight, so that the child could look to te for 
reassurance. ‘The P.A. administered suarties to the child as the 


crew waited for the screans to eubside, but this tock a very long tine. | 


Eventually the first teke was nade during a reenite in the screaming, | 
but was rejected as the- ‘eonsultant® faltered in the niddle of a line . 
-as.the.child started to cry agnine The idea of having the child | 
facing the camera was thereforo rejected, and there was another dene 

- pause as the director waited for the child to calm. down. ‘He 


explained that having her crying would put an entirely different 


complexion en the scene, since the scene was wipsosed to be a Stesuseicn | 


about her, whereas the audience's attention would be focussed directly : 


eres . 
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upon her if she was obviously upsete They tried another toke, but 
this tine "Mother dried as the child scresned again, but a third 
take followed quickly to take advantage of a quiet period. For all 
these takes the director had taken the precaution of using an tend 
board’ which means that the clapporboard had been photographed at 

“the end of each take rathor than at the beginning, so that the noises 
of the clapper vould not start the child. off again. On the fourth 
take they tried not using the clapper at all (a ‘mute board’, 
therefore) even though this night have made synchronisation a Little 

‘difficult for the editor, but this take proved to bo relatively | 


successful, ‘Gatting rueres getting thero® commented the diractor. 


By 11230 a fifth, sixth and peventh take had been rade, by which tino 
the ‘consultant! was beginning to lose his concentration, breaking . 
down completely in ‘the middle of tho last takes The director thanked _ 
thea for their sutbannes and reassured the actor that. he was alright. 
(even. though he vas not). ‘Nother? vas advised not to forget the 
character, and tho director told her to renenber what, the original . 
sister was like = sinilarly, the ‘consultant! was advised not to hae 
"too sweet* and to appear to be jess involved with, this particular cane. ~ 
As a different strategy, tho next take was allowed ‘to start in its” 

own time, when the actors wore ready, and the result: wag judged to be \ 
noticeably better, with the P.A. writing GOOD ONE* in capitals on - 

her continuity sheets The line "specialist help had nevertheless 7 
begun to bother the director sinco he wos, not ure what the connotations ; : 
of that might be; ‘the ‘consultant' is advising Mother! that ke should - - 
“Bock "specialist help! with hor baby because she is profoundly deaf, | 


dR. 
but in the context this had struck the director as an odd turn of 
| phrasce | | | . 
A ninth take was nevertheless attempted with the original digianis: : 
and was again considered to be printable as far as the action was 
concerned, but one of the barn-doors on the ‘blonde! Light collapsed 
with a loud bang during this take vhich would have been picked uP 
' by the sound-recordist's microphonese The director then took : 
adventage of an enforced dolay as the light was boing readjusted to 
re-rehearse the scene and alter bola. oF the exphasis in the dialogues a 
‘The line *There in nothing mich you can do’ from the consultant WAS, 
for exemple, changed to ‘There is nothing much. one can dot in order 
to transfer the euphasis away fron the nother, nalcing the consultant — 
more distant and tho mother more isolated. Tho. ‘Consultant! was also 
told not to forget to uso his props; the pencils and the paper on the 
desk, and was asked to look at the baby much more, rather than the 
mother, | for otherwise the director felt that there wos 0 dancer of . 
“hin locking too patronising, ‘Two nore tokea were then tried, the 
first being abandoned because of more crying from the Seana 

the second being scored as tgoodwich? by the Pode 


The camera was then moved round for a Veutaway! chot of the ethers and 
baby on their own, which gave the neke-up lady a chance to deal with 
‘perspiration shines which hed developed on the actress's face, and an 


opporunity to touch-up tho artificial mole which had been applied to 


the child's cheek. (‘the main actress had @ natural mole in that “ 
poaition, end 50 all the other “versions of 'Sandra' had been given 
8 nake~up mole in order to adher’ to the Tules of centtaltty)s; | The tins. 


take of this slate was fade by mid-day, by which time the child had 
settled down, but che had taken to pointing off camera towards her 
real mother, which mipht again have distracted an audience away from 
the mother's dialogue, since in rolation to the establishing shot, 
the child would not be locking towards the ‘consultant’, One of 
- the wardrobe dressers vas therefore acked to sit where the 
"consultant? had been and hold one of the child's dolls so that the 
child's loyel=ns would be held in the right direction. 


The second take was NG for sound since the recordist had gucuntassd 
a minor technical problem with the hand-held boom nike, and he 

| recomended that they make another take. Tho director had also - 
decided that "Yother" was becoming a Little too grave, ‘aa was worried 

that the teamstains on the child's cheek would show up on the ‘filne | 


These were therefore sponged away by make-up which inevitably started 


tho child crying again throughout takecthreee Takes four ond fiva | Sy, on 


were considered to be better for the child's eyoline towards the ; 


consultant, but in take six the "Mother's handbag began to slip from 2 | 
her grasp, and she grabbed for that instead cf the baby, who began ee 


_-to slip onto the floor. By this time the camera's fi1n magazine 


needed to be changed, and as that was boing done, the director decided ee : 


to add another line of dalopue for. Mother? to soften the scene's 
ending which had been bothering hime The extra lino was an extension 
of the consultant's’ line "She cannot hear at ale by ‘Mother’, who : 
was now to Bay "You mean nothing? ~ She can't hear anything at oll?" 
Henea the scene now ended ona question rather than a statenent such 


that an audience could infer that the treality?. of. the scene had” 


322 


aE pee 


WHAT Ak 


continued on beyond the physical cut (since the ‘consultant* would — 
presumably have answered that question). . 
The ee had meanwhile —— aenatacine the Light for each of . 
these takes, since if one is cutting between different shots = 
vithin the sane aceney the light has to be constants Despite the - 
extorior artificial lights, the natural daylight would: etill be | 


providing a good deal of the overall Light, ‘and unlike the artificial 


light, the daylight would vary BB, for example, clouds passed over . 
the Gune The cameraman vould therefore keep an eye on any clouda ei 


which locked as if they might obscuro the sun during a take by. 


monitoring their passage through a very dark-filtered eyepiece, and — 


he would nlno Provide estinates ot: how long any particular cloud 
night be txpected to take to pass over the sune Ong such cloud 


appeared just before they were going to: shoot take seven which cainad we oe 
enother short delay in which the director decided to change the other 


line which had beon worrying hiny the ‘consultant's! reference to- 
‘specialist help’ was changed to ‘professional help'.. 'Mother* was 
also advised to combine a nixture of ‘curtosity and horror® in her > 


_. delivery of the new last line, and take eight was generally agreed 6 - 


have been the most successful ‘pO fare One last take was ‘qigerthalées 


made, although the child started to cry again at the deginnings ‘This = 


tine the director told the camera to keep running ind ‘Mother? . ant 


started again in her own time which produced engine satisfactory. 
takes a - | 


"Mother? had been told to Look down beascas the child saverol times. 


during her dialogue, and at about as Pelle the eomera wan moved da. woo 


to take a ie of the child as a cutaway fron "Mother's! eyelina. 
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All the crev were told to keep particularly quiet for this chot, 
"which vas hand-held by the cameroman as the baby's attention was 
attracted avay frou the cemera with one of her dolls. No discrete 
tekes were noted down here by the P.A., since the camoraman was 
simply shooting off film in order to provide plenty of choice for 
the editinz. Tho child actually eniled ona couple of occasions 
to the director's relief, sinco ho wanted these shots to contrast 
with the general seriousness of tho dialogue and as a lead-in to 
the next scene in the finished filn (uhere the child would next be 
seen playing happily at home). 


The next shot was to be a cutaway of ‘Mother? in close-up OB a P.0eVe 

for tha ‘consultant's This was aucomplished by ‘cheating* tho desi ae 
‘out of the way to allow the camera in, and by" having the actor specie 
the appropriate lines off canera in order to give "Nother" her cucse  - 
Ono take was nade before the unit broke for lunch at precisely on : oe 
o'clock « a move which was privately considered to be a politic | 
‘decision by cone members of the crew, nince méal-tine breaks had beon : / 


_ the source of some concern before the shoot got under waye 


“after lunch in the ‘iaeedted canteen Bond more takes of ecole 


cutaway were made. In the tiret one she had Locked rather too serious , oe 


for the director's Liking, so in the second take she was asked to. 
Look more concerned and questioning, and this tine the director vas 


mach happlers Unfortunately there was ‘snother toftetage! noise during aoe 


this take, so a third take Was made as ai dngarances Here, howevor, ee 
the actress fluffed the ‘nes and another ono had to be made as wells - 
It ought to be said that the’ actress had by that time delivered her 


826. 
aid tco8? and thoy rushed into the next teke. ‘Tho actor was for 

nore aggressive this tina, but the film ran out of the ecmerats . 
nasazine half-way through the take and it hed to be abandoned. Tho _ _; 
‘actor had reverted to saying "opecialist help' instead of 'professicnal. . 
help" in these two tekes, and the director was otill not sure what . 
wos wrong with this, but felt that the use of the tern 'specialist?. 
 dmplied that the girl's disability was extroordinary, which it . 
| certainly van from the nother's point of view, but not from the 
consultant's, ond since it was his lino, ‘the director decided that 
tprofenatonsl help* vag a little more matter“of=facte ‘The whole epesce a 
vas also beginning to cound like a soliloquy to the director, whereas — 

it was supposed to be a froguent fron a rich longer conversations He 
" gherefore suggested that tho actor should start fron halfvay through 
the speech ond continue straight through into a repent of the whole 
things so that the actual beginning of his Ainlogue would not sound 
ap if hetd started afresh. The ector practiced this as the caneranan 
waited for the clouds to go by, and as soon as the light was at the | 
corract, level ha aa they started take voes 


This tine the pace vas fudged to be correct, but the actor etieesl 
port of his dinlogue fo that he said ‘But because she can't speck, 

cho can't learn to hear’ so in take four the director decided to co 7 ae 2 
“back to the original plan of having the actor rm through the dialogue 
nornally (without starting halfway through), end this take proved to be 
nore eatisfactory. Another fivo tokes wore nevertheless made to try 
to get the pace exactly right, with the director employing tho technique 
_ of delivering a short instruction to the actor at the Inst nimite so - 

that this would be uppermost in the actor's mind. Hence the director 
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twice told the actor to "Be busineselike' inmediately before a take 
as well as issuing nore general instructions between the tekes. Cn . 
“one or two of these last five takes care had to be taken with 
‘profiling’, which 4s that condition in which an actor turns his | 
bhaad aimg: Shou camsiw auch that coe cannot ess hie @yeline, ond one ; 
af the takes had to be scrapped because there was 0 change 4n the | 
light halfway through caused by an errant could. After nine takes 
- the director called it # day and saked the cameraman to "Check the = 
gate! = this phrane is virtually « figure of speech which 1s used to - 
: signify that all the takes for a particular ecene have been completed 
‘put it im alec e specific instruction to Literally check the opening 
4n the camera through which each frame of the film is briefly exposed 
to the light. Bits of dust, haire or even fragments of the film's 
equision can easily collect here, end will therefore throw an tong 
: onto the film unless the gate is regularly checked, so if a hair. is 


found to be Lodged in the opening at the end of a series of tekes, er 
~ will all have to be shot agains 


The ‘consultant’ scene had been as by three o'clock in the © | 
at€ernoon of the firet day's shooting, and ell the crew then moved off 
to another room in the hospital to film a scene where the child was 

- having her hearing tested by a lady doctor. ‘This scene had been 

; intended as a definitive signifier of the girl's deafness following | 


the mother's suspicion that ‘There's sumat wrong with that child’ in 


an earlier scene. It was in fact to have Ammediately preceeded the 


. teonsultant! scene but was eventually scrapped altogether pince the 
- director later decided that the fact of the ‘Girl's deafness. had eee 
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been sufficiently registered earlier in the film. Another reason 
for throwing out this scene was due to a pressing need to reduce 

the film's overall length during the latter stages of editing, since 
the film was running about twenty percent overlength for much of 

‘that process. A third reason was that the scene simply did not 
work, The main reason for this was the sheer impossibility of 

_ satisfactorily directing a handicapped twoeyearmold who had already 
been wholly unnerved by the morning's shooting, and in the two hours: . 
which the unit spent trying to film the scene, forty-five takes were 
made on more than a ‘thousand feet of film of which very Little was 


.  upablee 


In order to demonstrate sone of the difficulties which erose I will 
simply run through the takes one by one like an extended continuity . 
reporte It should be noted ‘that the main point of the scene had 

‘been to "prove! that the girl was indeed deaf, so that in carrying 
“gut the hearing-tests, the main requirement was that the girl should 
‘not react to those testa. Although the little girl was genuinely 


. deaf, there were so many other distractions in the room that she 


tended to react to Srey taes, | thus # evacuating the i acene of its central. ; 


_ dntended meaning. 


“The hearing-test scene 

"The protagonists were Mother’, ‘Zaby Sandra’ and a fonale tDoctor', 
and the room in the. hospital had been provided with ‘period hearing- a 
teat: equipaent as researched by the producer and supplied by the deaign - 
department, Having arrived in the room the director made one or two 
alterations to the designer's arrangenents by, for instance, putting a 


picture on the background wall to eave it from locking ‘too blank? 
and by reaoving a stethoscope from the desk because it was "too 2 
- ebvious'. ‘The room itself was only about twelve feet square, os. ss 7 te 
there was little room for extensive artificial lighting and only 
sig ‘blonde? was used = sinilarly, the room was on the first floor 
| of the building, so exterior lights were impractical and in order | 
to allow as much natural light into the room as possible the curtains 
were removed from the single window. . / | 


qe script did not give any dialogue for the scene, but described it 
as follows: | ae | : | 
MOTHER, now visibly pregnant, is sitting on a 
chair by the doctor's desk. The middle-aged ~ 


DOCTOR is testing BABY SANDRA's hearings 


ae her pene on either side of the baby's 
eee 


Before any tekes were oa the ae consequently told panne 
that he wanted the baby to be totally static and oblivious to the 
‘doctor’, and suggeated. that the child be given souething to play | 

with in order to distract her attention away from the *doctorts® 
movements. He warned the cameraman to watch. the baby's eyes, since — 
being genuinely deaf, she would tend to scan eround the roca rather 
more than normal in order to compensate for the Lack of information — 


reaching her ears, and might therefore become distracted. by 
movements from the Crewe : 


The first take was made at 3.55 peme: 


& 


Take secB. 
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8:6 
8:7 
8:8 
8:9 
8:10 
8:11 
8312 
8213 
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8315 
8316 


8317 


8218 | 


8:19 


Slate Time 
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39 
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60+ 
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screams loudly. ; 
Clapperboard is now put at the end of the take in order | 


DOCTOR teats BABY by banging a spoon in a cup, then 
with a bell. BABY does not react, but she turns round 
as the DOCTOR says "BA BA BA* since she catches sigh 
of tho movemente 
DOCTOR is asked to slow down her action, and to watch . 
for any reaction from BABY, who is remarkably 
quiescent - so much so that the director asks if she 


locks as if she'd been drugged "by the wicked film 
crew", , 


Retake of just the cup & bell (no "BA BA BA") ~ still | 


no reaction from BABY, which is as required, but she 
now appears to be falling asleep. | 

BABY really does look as if she's falling asleep ~ 
director suggesta black coffes. 
Slightly different shot tried - with BABY on her own 
in the chair (she was on MOTHER's lap). 

Take cut short because BABY reacts. 

BABY reacts again - mostly to her real mother who is 
sat out of shote ae 


BABY reacts a lot to the DOCTOR's movements. 
tt ' : 


and gets off the chair. 
and gets off the chair again. 


| | 


_ BABY does not react to cup & spoon, but seta off the 


chair towards the end of the take. 


BABY is attracted back to the chair with chocolate end 


does not react to the testa, but her face is generally | 


too animated. P.A. nevertheless marks this down es 
*O.Ke! eo. : ; 


- Start of take is judged to be good, but BABY gets off 


chair once again. 
BABY does not react to cup & spoon, but appears to - 
for the bell. Gets off chair again, but film is kept 
rolling as he is helped back into it. Some of the 
crew's hands (waiting to catch CHILD) are in chot. 


‘BABY does not react, but points to her real mother off 


canecrae : 
BABY in given a handbag to play with, and is therefore 


distracted away from the hearing tests. She opens the | 
bag and fishes out a bracelet which is possibly not in 


period. Baby catches her finger in the bag and 


not to distract BABY. Take is judged to be fairs 


8:20 10 BABY reacts. 
8:21 60+ BABY does not react at first, but the handbag slips 


from her grasp and *MOTHER’ moves to catch ity 
obscuring BABY. 


It was five o'clock by the end of that series of takes, and the 


 gound-recordist took advantage of a short break to take some 


troomtone’ ~ the sound of the roon itself - which would be used 


by ‘the editor to cover any gaps in the soundtrack caused by 


cutting together the best sections of the above takes. The camera 


had meanwhile been moved to take a close-up of ‘Mother! to show) 


her eyeline to the baby for those shots where ‘Mother’ had been 


standing behind the child, and the lens had. been changed from a 


wide 12m to a 25am close-up: — 


9:1 
9:2 


O83. 


o 


ot 


The director tells (Mother to 1osk edaserned rathor 

than penetrating. 
This was considered to be a good take; ‘Mother’ has 

a particular look of interest which the director 

liked. 

Slight difficulty with ‘Mother's’ eyeline - she was 

having trouble in deciding exactly where to look, amd 
the cameraman instructs her to look to a point just to os 
the left of camerae 

Good againe The director had asked ‘Mother? not to ne 

her hands on her hips as ‘This makes you look a bit too 
eceriie 


Next'a einees 4 waa made of the 'Doctor® aids the hearing taste: 


1081 


4082 - 


11083 


The camera pans left to right as "Dector’ goes through 
her routine} tho director instructs ‘Doctor’ during 
the take, since he already has the raster soundtrack 
for this section and his voice can therefore be removede 


- ."Poctor' was instructed to listen attentively. 


The director reminds the actress that she should be 


~ looking for any movement from the baby, and telle her 
": to keep her head up as it is likely to move into a. 


shadow where it will therefore be lost. 


“ithe comeraman suggests that the *Dector's® "BA BA BA's! - 
are a little too quiet. 


re “2 3 3 9 ‘ < 
Then a series of takes was made of the test instrunents 
themselves, keeping the camera still: . ; 
4131 NG = the cup (in which the spoon was banged) lingers as mae ee 
_ too long in the frane. ; Ba 
11:2 | This time the cup is removed from the frane eh the 
director decides to print that take. 
1133 ‘Doctor removes the cup from the frame right to left, | 
, which is wrong for continuity with the wider shot. 
4124 ‘Doctor’ does the same thinge 
1135 Tho action is therefore repeated, this time removing 


the cup from frame left to right. 


An even bigger close-up was then made of the cup and spoon'as an 


alternativo cutaway 


12:1 *"Dector* removes the cup and spoon left to right as 
required. 

12:2 - *Dector’ removes the cup and spoon left to right as 
required. 


Two more big close-ups wero then filmed of the instruments as 


eutavaye for slate 8: 


1331 Big close-up of the bell, with it boing rung and then 

removed left to right. | r, 
(4332 Similar. | | | 
13:3 Similar. . . 
1421 Big close-up of the cup and the bell, using either of 
act eral a hands to correspond with he a 
chote. 
1432 Sinilare | 
1435 - Similar. 


Slate 15 was then a shot of ‘Baby Sandra’ in Big Close-up, made es 


an analogue of ‘the baby's P.0.V. with the camera set very low on | 


the ‘baby legs'. This time the child cooperated and all four takes _- 


were printed. The sound-recordist meanwhile tock some twildtracks? 
of the sound of the bell and the cup and spoon, ond the gate was | 
eventually checked at six o'clocke— 


Be ee ag a ew eEM eS | eS 


Neither the cameraman nor the director were happy apout the _ 3 
afternoon's shooting, with the former initially dtentasing saa as oo - 
‘a waste of tine’, and the latter attributing much of the 

aifgiculty to the presence of a large crew who inevitably 

distracted the little girl. Weeks later, at the beginning of 

- the editing cycle, the director pinpointed the scene as one of : a 

the moat aitficult of the whole shoot: 


a S4 you can get epsataneous: reactions, and the 
reactions that you want, then that is marvellous, 
but it is a costly process because you have to 
wait for it to happeneee it's very hard to direct 
a two~yeareold deaf girl - to get her there in the 
first place is difficult enough, but to try to get 
her to do specific things in a particular way is 
very harde It took a lot of time and a lot of 
footage, and I still think now what I thought at © 
the time, that one of the main problems (of the 
film) is going to be with her. She wears me cute 


aden also unfortunate that this difficulty occurred on the first 
‘day's shooting, since both the crew and the director were to some | 
extent on trial, with all pides learning how to work togethers 
Some of the unit confided that they had effectively ‘turned off* 
after the ‘first day, and had simply decided to do the job and then 
return home-as soon as possible, and this tended to undermine the 
director's desire to generate a ‘creative comin sense’ within the 
~wnit. The problems were compounded by the enforced necessity of 
having to film another of the more difficult scenes on that eame | 
daye Because of the earlier problems with ‘manning the units, the 
choot had been put back some weeks, end this neant that the shooting 
of the careers scenes had had to be ‘brought forward in relation 


to the internal schedule of the shoot (sccaiias the dates when | 
the fair vas to be in Bradford had already been fixed). Apart 

from the practical ata of having to film this scene 
achronologically, the producer had originally wanted. to enaae it 
after the main actress had had time to really understand the 
part, since the fairground episode marked a pivotal point in the — | 
original girl's life. It ie here that sho meets the ‘middle-class 
boyfriend', whose character had to be woll-established from the 
fairground onwards in order that the subsequent events would 

appear to be credible. The social difference between the two oe 
young people also had to be signified end yet subordinated to the | 
boy's genuine interest in Sandra as an attractive yeung woman = 
her handicap notwithstanding - and the girl's capacity for simply 
having fun needed to bo indicated too. The director consequently 
wanted the scene to generate a great deal of ‘natural warmth! as | 
he put ity and ha also pointed out that tho original girl had really 
been over the moon about mosting this boy onde that a had 
eventually become engaged to be married: _ 


The main objective for (the falvorcant scene) is 
' to try to establish the beginning of this fantastic 
relationship which was to last for two whole years, 
Even though he later made her pregnant, scarred 
‘her and was going out with another girl before that, 


' it was nevertheless very good for a long while, so 
we have to get the beginning spot on. 


4 


qn iter to prepare for tho weenie, the director: ‘had tien the iain. 
actress and the *boyfriond’ out to the fairground on the. evening 
vefore the main unit had arrived in Bradford so that they could get 


to know each other and forn a food impression of the fairground” 
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itself before they actually came to shoot it during the evening 

of the first day's shooting. The: ecene was to bea fnight® = 
Shacks so the unst had come back to the hotel after doing the 
hospital scenes to have sone tea and wait for it to get darke 
Providing they used some ‘very fast film known as ‘Chomtone', 

the cameraman had decided that artificial lights would not be 
needed in addition to the fairground's ee lighting, 80 strictly | 
speaking there was no need for tho Lighting crew to come out to 
the faire BSinilarly, there was no need for props or any additional 
design work, special effecte or action vehicles, and the director 
had, indeed, requested that only a minimum crew should go out to 
the faire. In the event another four members of the unit appeared 
there in addition to the basic unit (Cameraman + assistants 
Scundman + assistant, Director and PeA.) but as it turned out, 


these additional people proved. to be invalusble in | helping with - 


‘crowd control’, 


‘One of the reasons for requesting a minimum crew was that the fair 
was a working, public events and the director did not want to a 
attract too much attention upon the unit or the actors ~ portly 7 
because of the problem of eye-contact from people in the crowd: 2° 
iden © wantioned above, “and partly Gecmune ke dixectax wanted the 
crowd to look and behave normally. People almost inovitably did 

_ start staring at the camera during the very first shot, hovever, 


end two of the first five takes were marked down as 'NG' for this 


reasone _ - ~~ HS ood 
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Another minor probles concerned the sound deportment. Both the 
actors had been equipped with radio microphones 50 that the action 
could be freely followed by tho hand-held camera without the fear — 
of finding a booned microphone creeping into shot. ‘The radio nikes 
also allowed the actera to wander about incognito whilst being 
filned from FeYorm{s] dintance AWOT » without, that is, having the 
goundman follow then about, since he could monitor their speech ‘fron 
tho camera's position. Tho main problem, however, was that those 
microphones wore also picking up the music coming from tho 
fairground ridea, which occasionally drowned the actor's dinlogue, 
‘go after some persuasion the omer of the noisiest: roundabout agreed 
to turn the volume of the msic dow a little. | 


problens of this nature are to be expected end’ can be easily eased): 
but the chic¢f/problen with the fairground scene was neither fully 
expected nor eanily rectifiods This was the action and the dialogue 
itoolf, and particularly that of the "boyfriend', of the sixtton 
takes made for two different elates in which the "boyfriend*: appeared 


all were rejected; ‘first of all the actor anticipated the aeticn by 


walling straight up to the girl as sho was shooting targots in a 
riflo-stall, looking an if he knew what he was going to do in sayanes 
This may have led an audience to make the connotation that the couple. 
olready know one nother, and the director felt that the aereonen: 
should in any case be more gentle and casuals Sinilorly, the | 
'hoyfriend! had to appear to be fairly purprined by the girl's 
deafness while remaining nore interested in the girl herself, and the 
director felt that the actor was altogether too serious about it alli 


lacking ie ‘fLipness" which had come across during the casting 7 
gsesgionse There were also some problems with the dinlogue; much 
of this had to be ad Ibbed in the context of the noise and bustle » 
of the fair, end some of the ad 1ibs had to be changede The 
‘boyfriend at one point, for instance, said "0h good shot in 
response to "Sandra's’ shooting which was felt to be far too 
tiddle-classish, and changed to 'That's a great shot". 


Filming at the fairground did not finish until about 10.30 that 
‘ evening, and the remaining unit were understandably tired and not 
a little displeased with the daye The actor playing the "boyfriend! 
‘ was particularly unhappy, but Inter explained what he thought had 
happened at tha fairs . 
When wo ceme to do the actual shooting we came up 
‘against all the people having to be held back « 
people staring at us and so on, which hadn't | 
happened when we went to the fair on our om of 
coursee Alco it was a lot colder than the previous 
_ evening, and there were a lot of things happening 
which wo didn't expects Because I couldn't get the 
- takes right at the beginning I thought Jesus, itts 
all ny fault, 50 I started to get really uptight 
' about the whole thing. I was overconfident when wo 
wont ing but then I got hit by the cold® and people 
getting in the way and the pressure from tho e- axl 
stallholdera who kept saying "Get it ripht this time’... 
You can't toll on actor that, and the director wan; 
saying 'Smilot ~ and I couldn't senile ~ so I started 
, to think ‘What the F's wrong = why can't I emile?? 
and we later realised that it vas the dialocue. Wo Lm 
_ went back to the director's room afterwards and worked 
it out that night. The problem was that it was a very. 
naturalistic scene, but the dinlocue waen'’t. It was 
iLike trying to do Shakespeare in hippy gear. I~ 
thought it was the phynical movement which was wrong, 
but actually it was the dialoguee I had been feeling - 


_ very guilty about it,-but it was algo the script that 
- Was wrong tode eae 


(NB 1t was dndecd oxtreaoly cold “in the faireround, and 


" everyone Was tending to tense themselves ageinst ithis) - 


y 
\ 


poe 


Whether or not the actor's conclusions wore entirely accurate, the - 


fairground scene was oxtensively revamped and re-shot over the 


following few evenings as described in the noxt sections Day one. 


of the shoot nevertheless continued for the director into the 


- gmall heuras of the morning as he worked on that scene and dcalt 


with the plans for the next day's shooting in 'Hother's!' house. 
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Reeshooting the fairground neene a 
After thojabartive firat attempt to shoot part of the fairground sequence . 
towards the end of tho first day, the director returned to that location 

for cach of tho following three evenings to re-shoot it and complete those. | 

shots which had not yet boon attempted ~ four evenings were therefore 

cpent on thin sequence instead of tho two which had originally been 

. gllocated. In order to show how the sequence was eventually made I vill | 

| consequently doacribe uuhat happoned before roturning to the day-tine shoot- 

. ings = | 


[aving stayed up util 1e15 in the morning, going over the 'rifle-ctallt 
shots with the main ectress and the actor playing her "boyfriend" tho | 
director first returned to the fairground with a minds: erey to do a 
retake of that rcente Thin tine the nain chet vas necomplished in four 
takes, only one of which was MWeGe, and this ws because too mawy ‘people 
pora staring at the cazcrae Instead of coning straight up to the girl, 

the "boyfriend? now rabled into shot froa camora loft behind the girl . : 
(The casera was inside tho rifle-stall - looking out past tho girl as pho . 
fires at tho tarceta). Me thon walked past hor, to atopy turn round end 
observe her chooting. The director now felt that an audioace would have - 
tine to pick out the boyfriend in their om tine, since there is ng.real 
indication that he is onything other than another onloolier until he storte.. : 
to speak to the girl. More importantly, since he has epproached the girl | 
fron behind the "boyfriend? ia introduced evon nore camally because ~ 

been doaf - Sandra‘ doos not imediately react to his dinlorue. Te f 
i erreaeee! ds therefore forced to repeat his dinlogue vhich could inply _* 
mere than a passing interest on his behalf, and on interest which is. 
irien to his realising that cho is deat, The director and the actors voro | 
far happier with thia vorsion of the scone, nd the forszor ine on to iis 

a mimbor of close-ups of tho targets being mocked over (on intercuta for | ; ; 
td ‘tondra'a" P.06Ve) bofara roturning to tho hotele Only the rifle-stall - | 


- 7 x 


“8 4 0 ei 
owner was becoming a ae perturbed by the end of the jeer es ho was a 
Losing custea during the fining, but the associate producer had ascured _ 
hin that tho company would "sco hin alright! before tho unit loft. . 


On the following eesti the unt returned again to retake what would | 
become the closing shot of the sequence, where tho couple are sctting ort 
hene together through tho fair. ‘They had tricd to filn this tho firat 

~ night, but again the dinlogus had proved to be unsatinfactory and too 

many people hed beon loolcing at the camera. this tine the chot was talon | 
fron further aw co that it wan not so ena Low’ ‘bystonders: to identity - 
exactly who wea being filned, co at least half of the sfx takes wore judged 
to be alright. The main instruction which the director cave here ums to - . 
tell the actora to wll evenly, nince they yore tending to nove in cpurts, — 
and there uns oO technical. fault on tale tuo since the cancra's battery 

uns (nvoidably) going flate 


A completely now section waa tricd next, and this waa to be coca Bhots of © 
 tfandrat and the’ boyfriend’ enjoying thenselves on nore of tho fnirts rides. : 
| Inesnar to portray the speed and exeitenent of this, the director docided 

to elt the couple in ono of the cara of a "altzor? ~ a ride in which - , 
{individual caro rotate about their om adie at sone epcod while being in 
turn rotated around a common axis on. which ceiieeed: of nage cars ore 
attached. The combined effect of this dunl motion can exert a conoiderable 
force upon the occupantay but to filn the action tho cameraman joined | 

tho actors dn ono of the cars. This particular ride ‘capLoyed & nunber of 

_ teonage baya to enhance tho already heart-atopping effects by whipping the - 
cars round uy hand even faster than they naturally wont, and several of 

thess boya indulged thengolves in the current predilection for veoring as | 
drape coats and Dehets of the toddy-boy erase Cinco this section of tho 

film was sot in 1964, the director earopted one of those boys to whirl. 

the actors’ car pround, ond after a little nodification frou make-up, ho 
started to wilp the car up to opeed, forcing the comerasan to film one~. 


, 
= A 


hazioa a3 he amg on to the cide of the car . ydth hie cpare hande _ dnother 


placed in ono car, with the 
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chot was then tried here, this tine with the coxcra in a stparate car 
anchored nolidly in one position ty three of the neo-teddy boyz, witich | 


would give the actors’ car a mich treater relative impression of rpecd; 


ne noundenn being (as in the earlier chot) in x eeparate car apnin,y fron 
whieh a Sombheleser directional rifle mike unas being aisod at the notorns 


Dy 9.15m the actare had been Anstallod ina "Seydiver', an even nore 
awesome machine in vhich pivoted cara rotate around a central on viel 
starts out ina horizontal plane, and gradually moves up into a near- 


_ gortical plano, which has the offect of throwing the cars out in a wido. 


are fifty feet or co nbove the pround. Here the actera wore once again 


cemera in tho next one dow, folloucd ty | 


the coundmon in a third car. After covoral minutes on this ride the cound- 


‘wan detached hinself fron hin car and boucht a hotedog nt o nearly stall, 
explaining: ‘itve got to cat conothing ro that T can throw up's 


After a 
short breal: to olloy nore aonsitdvo stomachs to return to normmnl, one 


Jest shot was sot up to nhow the actora buying thencelyes hot-dega, and : i i 


~cbalag Cenc two eeceptatle takes tho gate wa checked for the evenings - 


So Last ovening at the fair was necessary ince seve chots had to be nade. 
to provides punctuation for the provious chats. In order to cotablich the 


- fact that Sandra hed gone to the fair on hor ow, for inntance, the dasackes: 
vented to got soae shots of hor walling by herself through the fairground — 


for possible insertion before tho rifle-stall shota. Twa talkers were; 
therofora rade of the actress wandering through the atells, and anotherd 7 
throo of her playing cone fruit machines by hersclt. Coveral nore talon 
also mado of both actara on different rides, and cone extra pleces of nd 
Lbbed dinlogue vere filmed no that the director vould kaye plenty of - 


choice in the cuttin: rocate As the actor ‘Playing the Neoptrdondt 


explained ators he felt that thia extra dinlogue was fox paver, . 


sk ae, | 342 
than the pravious; ceripted Linea: « 


enough that ofpn wan also very popular in that ora, people = 
mie oll the time. Itta a nice touch if you can rertionber things 


- Im fact the director had felt that the use of the 'thunbe-up’ sign was 
spibly a bit of a cliche, but one ofthe points which the actor was 
making was related to the notion of ‘major stisulus', where an actor. _ 
reacts directly to an unexpected event. As he continued: 
In the walking sequences at the fair, people were bumping into me 
on purpose. Cne guy in particuler did it and it annoyed me, and 
I think it came over that Iwas annoyed an I said ‘Excuse me!! ae ae 
or something like that. That cort of thing is not something which > ~ 


you could have easily scripted, and in fact the further you get 


away from the seript the better to some extent, if you want it 
to be realintic. 


One technique which the director tried out which the eateeee aid not 
particularly approve of was also used at the. fairground. Since she and | 
the ‘boyfriend! would later have to do some fairly intimate ecenes | 
together, at one point during the fairground shooting the director . seed: ; 7 
the two actors to inprovise a kiss and cuddle together, which ‘they aia, a eh 
under the iecnenates that it was a genuine take. In fact 1%. was a genuine o. 
teke and appears in the continuity notes as such, but at the tine ‘the. aa 
director. had told the actors that he'd nea it to get then es to ae : 
ensther prior to shooting the ecenes in Question, ‘end not ‘an part of the _ 
fairground sequences ‘The actress and the actor concerned aiwageeed seed 


2 ge 


the legitimacy of thia ploy and the judgezent has to be left to then. 


But what this illustrates in the attention to detail which is deemed to” 
be necessary in reifying one's intentions in a film. It is a fairly 
‘obvious point of detail that the actors’. clothes for the fairground - 


eequence should have been ‘correct for the period, for example, ('Sendrat - 


wore a shortish skirt anda shiny plastic maroon jacket, and the "boyfriend! ~~ 


had a battle-tunic type jacket a propos: the mid eixties) but the director 
had also taken care to check the "boyfriend's! watch and the fect that the 
actor noraally wore glasses. The actor's own wateh was considered ‘to be a 
Littlestso uodern, 59 hebborrowed ‘the floor-nenager's pater=tooksny model 
instesd = as regards the glasses, ‘the ector had been warned not to woar then 
et oll during the tino he wan in Bradford, not ts enable him to get used to 
not wearing thea on set, but to allow the bridge-marks on his nose to . . 


- dlssappear. 


Day three 


‘The director had hired en entire house for most of the. choot to be ured” for 


interior and exterior shots of Sendro's first home. 


to-back in a cobbled back street of Bradford, end both it end ite immedinte 


eurroundings had been extensively altered by the design department. As. I 


“mentioned ayove, & house opposite had been restored £0 that it matched the " 


other houses in the ntreet, @ modern Lenp=post had been changed; and the 


It waa a genuine back- 


backyard of 'eandrats house’ had been cleared of several tons of rubbish ond : 


' godl. Innedfately before the ehoot started, the interior had also been” 
stripped end wallpapered by an Elotree painter hal fusy to the siegbkantg3 
instructions, bearing in mind considerations of period end the fonilyty 
seinactc situation. I say thalfway! pince on viewing tho house, the _ 
director had decided that the overall decor was fer too dark, and 

of the parlour had had to be re-wallpapered hetoKe shooting could begin, 

Although the wallpaper was new, af had been Reicha by. opreying dark 

paint around the edges of the reon an the exne way that a studio set woul 


be ‘distressed! in ‘order to achieve the desired degree of age or uae, 


the whole = _ . 
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The entire contents of the haatay chiefly eentred upon the parlour, had 

been supplied by the design desartaent - from tables and chairs down to 

sauce bottles and cutlery. All the props had been chosen to be in period ‘ 
(the first ascenca to be shot in the house would be set in the :eomlyriftier) | : 
and a good many of thea had come frou ATV's stock back at Elstree. Some. 
proga, like period 'OXO' tins, were worth quite a large sum, and had 

probably appeared in more ‘Frogramies than meet acters. On exenining the 
parlour at the start of the second day's shooting, the director neverthelosa fa } 
felt that it was a little ayerdpessets end asked the designer. to remove. 

pone of the props. Although he adaitted that he found it quite difficult 

to visualive the degree of poverty in which the family would have been 

Living dn the early fifties, he quickly rejected come caucers which had 

been placed on the teblec~ "They are ycor peorle ~ they. wouldn't have .. 

gaucers' end a Spenieh~looking vase on the nantleriece ~ "they" didn't go to” 
Spain for their holidays in those days'. A szall jug made dn the shape of 

a cottage wae simply rejected as ‘Too naff", but forrthe most part the ate 
director juat moved things around, basing his Judgenente, 2 oe he said, on ait 

hig own experience of being brought up ina vorning area in Stockton. The 

attention to detail was really very completo; oven the electrical BOCKety 


had been changed to 'fifties-ntyle round koled ones, end the shotographs ee 


re 


the mantlepiece wore a mixture of genuine pictures of tho family ond stilis 
- of the actors who were to play their parts. 


mwo technical problens had arigen (apart from hoving to re-wall paper the x 
yoou), firstly a modern television serial was ‘still visible in the. etreat 
- guteide, end a rigger had to be called in at the laat nonent to tesroraniy - 
yenove it, and secondly the electricity board had been asked to Frovide 
109 anp electrical BuUpply on 8 temporary banin, instead of the nornel 1 — = 

cuprlys which they had failed to do. ‘This wan theoretically required tg 

power the large Lighte which would be used at thie location, but in the 
event the unit's electricienn managed to naan then going through the 


juiteliaa aae-ct neversl feet of fuse-vire. | | 
lighting the house in fact required some inremuity, since in the linitea Baas 
space avallable there was no question of having vory many Lights inside. 

Tha first scene to be rade here was to be of 'Hother' scrubbing cone : 
“clothes at the sink in the tiny kitchen, so in order to Light this a 
- Jergo sheet of aievarent: was pinned cate a wold in the alleyway — 
| opposite the kitchen window from which the light from ‘blondes’ would 
- be bounced through the window as ‘gunlipht', Since the alley won only - 

ebout five or six feat wide, the core poverful INI lights could rot be 
| used ag thoy night have melted the polystyrcac from such a short distances — | 
‘(these lights being thirty to forty tines mora powerful thon an average 4 aa 
Light-bulb) _ | | 
the position of the canora itself for getting a shot of ‘Mother eae alno we 
determined by the dinensions of the house, and the scrubbing-board had to ; 
be artificially rained on soe wooden blocks fron the sink such that 
‘Nother? could be clearly seen in the framo.. , The first rehearsal of this 
ncene wos started by about 10.30 am, and "Hothor’ was told to ook cacroseed- 
in her solitary, domestic tacit ~ "412 you are concerned about is the . 
vashing' tho director instructed, the imediate presence of fourteen crew et 
nenbers notwithstanding. For the first take of the day, however Mother? as: 
scrubbed a bit toa intensely for the director's liking, and he edvined her . * 
to ‘think of something nice! while che is doing it. ‘he third take was - 
_ eousidered to bo tho best one, end the carera's Lens wes in sny caso | 
gotting ateased up by then, cso the chot Was taken os conplote. Six nore - ; 
takes wero nevertheless made as intereut close-ups of Notherts! face and: | 
hands, nest of which were printed with the excoption of one where the | 
microphone olipped. into phot. x 


: Ag the writer had aietnea: it was tevortent * to let as andtence know that - 
Sondra was deaf fron fairly early o2 in the fila without introducing this 
: ike of information me chriously. ‘This was partly due to: the fact ‘that | 


Fe ae 


the writer felt an audience needed to be attracted to waten fn the firat 
place, and by involving then in a discovery of the deafness it was felt - 
that they would then be more inclined to continue watching, It 4 also’ 
quite difficult to tell whether a young child is deaf, and until. 
"comparatively recently it has been oxtrenely difficult to nessuro the 
degree of deafness which a young child is suffering, so Sandra's fanily — as 
had thenselvea only slowly realised that sonething vas antes. Hence the 
 Antrodaction of tha fact of the deafness was to nade gradually as both 

a dramatic ploy and as a point of cuthontiotty. 


Folloving the dictun Don't toll me = show os tt had therefore been 
‘decided to connote the deafness through the child's non-reaction to a 
 gtimlus, rather than to denote it through dinlogue, 50 on carly scene . 


was to show 'Yother! knocleing conething off the kitchen i to the 
cound of which the child would then fail - react. 


| this ecene wes filmed on the second full ing of shooting seusaieeare after 
the terubbing’ scene described above. The director had initially | 
decided that Mother" should kmock a tin from the teble, as a cupor 
‘plate would be ‘too dramatic’, but the cameraman argued that since the | 
style of the chooting throughout part one of the film was going to be ; 
vee pimple (with very Little movement fron the sacra’ the action itself 
neodod to be fairly draniatic to save the audience fron becoming bored. 

/ After some discussion the director concurred, ond agreed to return to 
the orginal idea of having 'Mothert knock a ceramic jug onto tho Moor, - 
which wane then smash spectacularly near the child. 


. The shot was conneqaently: set up with Mother! laying the table end 

- 'Baby Sandra’ sitting camera left on the floor, playing with come toya 

and facing evay from the table so that she couldn't see what "others 
was doing. The cameraman euggested setting the catera up cn a tripod at - | 
a height of sbout 46" such thet 'Notherta! action of laying the table 
would be in the centre of the frane and the articles on the table woulg _ 


A een 
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be clearly visible. At first the coneroman tried using quite a — 
narrow Lens £0 that he could pan theceaera ond folloy the action of 
the jug falling to the Moor, but the linited space available in the 
room meant that he could not got the camera far enough cway froa the 
cubject to include both the jug and ‘Vother! in the frame. A wider a 
was therefore tried, and even then the canera had to be placed hard up 
against the opposite wall of the roon. | Using the wide (12mm) lens would, 


however, make the room appear to be relatively largo, whereas the point of. - 


filming in a genuine back-to-back ‘sine was in part intended ‘to denote its 
linkted space, and therefore to connote ¢ a ‘particular nocio-scononic 


status for its occupants. 


This worried the director at the tine, ond renained a problem when he came 


to edit the fila: 


One of the main probleas was the size of the rooms. I'm not very — 

happy about eome of the acenes in Mun's house because there> aimply 
wasn't the space to get the shota. in the studio you can have a 
floating wall so that you can pull the cazera back and otill get 
the ecene in ite right sice. Were I think I found the size of 

- the rooas very liniting because you find that you are sometines . 
too close to the action, and it is therefore very hard to get the 


information across ~ to actually sec the child on tho floor for = 
instance. . 


In order to get the comera fax enough eWay from the subject one of the 


far side of the room ("Cheating means rearranging a cubject in betveen .— 
takes nade from different engles, or placing actors or objects in umatural — 
“positions to give tho cattora room to manoouvre without damaging the 


apparent logic of a ahot fron the conera's point. of view). Since more 


‘of the room would then be in shot, tho lighting also had to be altered, 7 . 
end enothor sheet of polystyrene was ‘Finned onta the wall opposite’ ‘the Z | 
- window to reflect the inconing light fron two HMI's standing out in ‘the 


Tastee 


ace again, it ves vitel that ‘aby Sandrat should not be distracted by 


yy 


doors into the room was resoved and the table "cheated! right over to the oo, 


se . mer Be 
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any extrangous novencnt in the room since she night then appear to be 
reacting to the jug, co the director asked everyone sc was Rot directly 
‘involved to leave the room. ‘The only people left were the cameraman, 
director, assistant carleraman, PeAs, Sound recordist and his assistant, 
. the latter's job being to hide under the kitchen table to catch the os 
(or ''repeata’") that had to be used. ‘This precaution proved to be 
worthuhile, since seventeen takes were subsequently made with gieten or 
- twelve of then being uruseable ‘because the child looked round or reacted 
in some way to the movement. Five: takes were then made in close-up 
of the jug itself hitting the floor, since in three of the takes the 
“jug failed to break, and the cazeraman also took a nunver of shots of. 


the child in big close-up to serve a3 a reverse for tho mein shote - 


The next scene to be shot was ect in the sazo room, but this tice tho | 
period was four years Later; 1955, where "Mother' 4s seen teaching an © 
older version of 'Sendra’ some speech exercises. Again, the little girl 2 ” 
. playing ‘Zandra’ was genuinely deaf and actually o1ix years old at the | 
tine, Sho wore a nodern double hearing aid which had to be replaced ond 
had been provided with period clothes by wardrobe and the ‘continuity facial 
role by makesup.e Each of the three girls whe played the ‘younger versions : 
of Sandra had been chosen for their broad similarity in appearance “with - 
each other end with ‘the main actrese, but the difficulty in finding three ed 
- guch girls who were also deaf reant that there had to be gore conpronicedy, | 
| and one of these was the continuity of eye=colouring. AL four of the 
'Sandras* had slightly differently coloured Cycs, but this anonally was - 
very unlikely to be visible given the rolatively ae ‘definition efa 
television picture 80 ‘no attempt was made to obtain the matched contact 


Lenses which night hava been necessary had. the filn been destined for the beck. 
cinema. , 


In addition to considering such technical points of contimiity ; pe = 
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Three versions of 'Sandra'. To the left is 'Sandra' as a 
young teenager; to the right is the girl as a child, and 
in the centre is the main actress. 


(Photo. courtesy of ATV Network Ltd.) 


Filming the children playing outside 'Mother's' house. 
‘Sandra’ is the little girl on the extreme left. 


director also had to attend to the parametres of changing period. In 

four years the roosts wallpaper may not have been changed, but the 
tablecloth was, for instance swopped for a difforent one end sone of the 
gmall props were rearranged to help signify that tine had passed. 
‘other's! hair had been altered, her clothes changed, for this scene 
tho makeeup department had given her soze lipstick. ‘They had made 

gure that the colour of this lipstick was one which was fashionable at 

the tine, but the director felt that it was rather too strong for a 
‘working-class muni! and asked for it to be toned dom 7 little. ‘'Hother's! 
cordigan was also judged to be too colourful, but the wardrobe derartaont 
had only brought the one exemple with thea from the hotel so the 
director tried out his own cardigan om the actress. Ltveryone agreed 
‘that this looked far too modern, co ono of the dressers was dispatched to | 
obtain a colection of cardigans in mited greys ond browns. > 


The director noxt turned his attention to tho aesthetics of the shot. | 
tHother' waa to be camera left with "Child Sandrat camera: right, with the , 
camera favouring ‘Mother’ and the kitchen door visible in the background. 
With this anglo there Wad, however, a tendency for the child to turn her 


head too tor ovay from the cameras so it was moved round anticloclaing , 


mich that both people were more in profile. This in turn meant that the | 


door nas no longer in shot and the background had then become a blank wall. 
If you are shooting against such a background there is a asnger of losing 
perspective or depth in a chot, since the audience is deprived of 
contextual clues, co a treadle seving-cachine wes noved such that ie was 
juat in chot and a number of pictures were pinned onto tho wall itserf, 
The, director then started to wonder whether the pictures looted Loslzea as if 
they had. boon specially placed, and he removed one, substituted a | 
calendar for another "because it looks cofter' and moved a thira bo that 
only its mise Was in shote 
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be a little over~enthusiastic, resulting in the ebandonment of one take in 
| a cloud of cmokee The scene was, however, finished by 5.30 in the afternoon — 


' which enabled the crew to take an extended bresk before filming the ‘night* 
scene in the fish and chip shop. 


The fish end chip shop — was intended to demonstrate one of the 
difficulties which a young deaf girl night encounter away from the the 
environment of the special school or the komee A third version of Sendra 
won played here by the oldest of the three deaf children vhon the director 
had found at the special school, and this thirteon-yoar old vas directed - 
to buy a fich upper in a real shop manned by three actorse She had been’ tes 
‘given a note asking for hedasek; but the fish-fryer was to explain that sie 
they only hed cod, so in the resulting confusion *- caused by her failure 
to understand - a weiting custonor became inpatient and had the line "Come 
on Lunmyd! Following the pattera of pravious teiiade aida one vas ye 
- accounlished through an ectabliahing shot and a series of Close-ups and 
reverses in thirteen takes for four different shotoe Two additional 


observations con nevertheless be nades firstly tho nudience needed to know .. 


that the location vos a fish chop, and some sort of connective vas felt to 00 


be needed in order to get ‘Sandra! into the shops In the original script ee 
an extra scene had been inserted showing 'Sandra" hurrying deers ntrest. 
such that on cudience vould be prompted to ask "where from?! or twhore to?! = 
* aaivont "fo the fish oud chip shop's In the event the directos decidua oo 
to cave a scene by establishing poth the chep and the girl's approach by ae 
ehooting the estebliching shot from inside the shop, looking out through’ ae tres 
the window at Sondra! coming down the street. ‘The second point concerns - 
the way in which the ncenein to be cut together; having established the | 

participants ina conversation through a wide shot, the ensuing et enetne and 
aro then uoually cut bonetiae according to eppropriate*ceues in the diniogaes... 
Since the dialogue in the fich and chip rceno was basically one-cided end * 


discontinuous.” a ‘natural’ cutting point may have been difficult to find, 50 
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one was provided in having the fish-fryor walk out, and then back into 

shot as he propered the supper. Having exited the frame, he. thus provided a 
the opportunity for the editor to ext to a shot of ‘Sandra’ en che voite . 

on the other side of the counter, ond the cut back to hin could then be 


nade os he comes back into tho frame. 


The Irst scene shot this doy was the second attempt at the fairground 


- described. abovee 


“Dey Four 


“The first scene to be filmed this day vas to be one of the very carly ones 
phoving the as yet unidentified 'Fathert drinking in a pub. The ecene was 
set in 1948, so the props men had been out to the location early to ¥ehove 
any modern cigns or articles in the real pub which was being used, and to 
edd a number of period props. Some of these had had to be hired from a 
comnerciol property company Cat a rate of 10% of tioie value por week) and- 
the designer expleined that one had to be very careful in choosing ouchi : 


“port peer 7 
' 


objects for a ‘comparatively. recent period, that ic to say a perio d which: 
could fall within an audience's lifetime, since ee plo cag ene - baht 
things were Likes Considerable care was therefore token in eneaeiee pertin 
cigarette packets, newspapers and money, and modern itens which could rot 
be removed (like the beer-punps ) were disguised or hidden behind other 
_ebjectse al the existing beer bottles were also turned around = that 
the audience would not be able to see the eee but the exiotiz 2g decor i 


end furniture vas used as found. 


Cre problem, had arisen insofar as the props department had been told Mick 
cnooting ‘yould only take place in one corer of the bar, so they kad o nly. Le 
prought along a linited supply of period props, and since it had | 
gubsequently been decided to use the whole of the pub intorior, these sejents 
| nad to be spread rether thinly throughout. This scene was aiso the first 
one of tho shoot in which 'real people! vere co-opted into the film (apart, : 


that is, from the three deaf children). The barman, for exsaple, was - 

the pub's tenant, and a couple of regulars had been asked to sit at either | 
end of the bar having had their clothes edapted by the wardrobe departaent< al 
Several rehearsals were conducted, with the director instructing the | is . 
real customers not to teke any notice of the unit itself in order to | 

avoid having them stare at the camera, and paveral tiny points of dotail 

were corrected (such ao allowing the frothy tankard beer to go flat to 

mere like proper ale) before malcing come fifteen takes. 


In the event the hola ecene was never used in tho film itself, and its | - 

- yemoval indirectly led to a total, re-ordering of the first few minutes of 

pun. | ‘This, as I mentioned shove, was due to the fact that the’ pub wen 
currently being used'as the real Sandra's local, end the sister had felt , 7 . 
that the producer's search for cuthenticity vas getting too close for 

comfort at that point since a direct identification of the real girl was © 

‘then possible. The fact that the unit had been fining in thic pub — 7 a = 
certainly got back to the sister vory quickly, and she had been in seme . | 

distress ot the tine which caused a pater of vépareunctons within the _ | 
unit iteclf. The original cocial worker had, for exemple, arrived on the — | 
-seene at this point ond had explained to tho nain actress (in her role on ee 

 gnternediary between. the producer and the real girl) that vile the irk 4 os 

| woo fully aware that she would not physically appear in the fin, the 

fru sily asa whole was rather less clear about the epecificity of the 

reconstruction, In other words, the sister clearly realized that the 

filn was going to be based upon the real Sandra's lifo, but che may not. - 
nave fully understood the inplications of the sqeoduser's intention to : a 
reconstruct that life, ro filming in that particular pub precipitated a ‘ 

‘gemporary panice 4s a result the scene wen dropped from the sontened: : 

film, and at the tine a humber of thore membern of the unit vho knew 

about the incident felt that thore WES B dintinct possiblility of the 

wnole production being etoppad prosaturely. Fron the producer's point 7 


a 
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of view, the incident represented a ‘shift of emphasis! on the family's : 
behalf, and he felt relieved that euch a cricis had occurred at the 
beginning of the shoot rather than half-way through. Several people felt 
that filming in the pub was distinctly ill-advised, but for the most part _ 
the producer had been particularly careful not to involve the original 
femily} names had been changed, the crew had been told not to speak to — 
the press and the producer had at least intended that the sigs of the ; 

" unit should be kept to a minimum in order to enable the whole operation — 
to be carried out in "low profile’, ‘Unfortunetely, Bradford is not an 
especially big city, end the real Sandra was well«known in the districts 

-din which the filming was carried out, so many people Imew exactly who she 

“was and what the film was sbout. On at least one cccesién=the actress was, 
for example, mistaken for the real girl whilst filming ‘in anathiex working 

pub, and a taxi-operator who took myself and an actor out to one of the ; 

locations turned out to bea friend of the original girl and knew where _ 
the unit had been working all week and who the subject of the fim was 
(eo it's a good bet that most other taxi-operatora knew too.) _ 

qhe very existence of the film could thus have densaded upon an order tee _ 

the production company to cease operations had, for instance, the family : | 

. decided to go into litigation, and the film was in any case Sianged tusseds | 
as the pub scene was removed. As a result of removing this scene, ‘several . 
other scenes were later to be reorgeniaed of lost altogether. Cie of, is 
shese was the next one £idmed on this third full shooting day, a scene “whieh : 

hed originally been intended to carry the film's title caption in a whch = 
sue man seen in the pub... was identified as 'Father', | 


‘qhds scene vas shot in the back yard of ‘Mother's! house end was therefore 

the first dayatime exterior scene. As such, a number of points can be Made; 
_giratly the cemera was nore at the mercy of ‘fluctuating light conditions, 
for while artificial Aghting + was Lana the ‘emount of available nature) 


| ‘Light vas seccortionately greater. Since the light was to remain nee 

constant across different shots in the seme scene, an unavoidable change 
in the light can therefore lead to the rejection of individual tekea even 

. Af the action end dialogue 1s right. ‘This happened on one of the takes for 
this scene, whare probebly the best take had to be scrapped because the sun 
went behind a cloud. Similarly, 0 take might have to be rejected for sone 
‘other ‘natural* occurrence ~ there is an apocryphal story that an seroplene's 

vapour-treil is clearly visible during one scene in a John Wayne western, 

and during one take in ‘Mother's’ yard the sound of a jet ‘plane was . 

picked up by the sound recordist (which would have been an anachronism in 

1948). | 


Other ‘natural’ events were, however, deliberately used by the director in. 


ar order to enhance the suthenticity of a scene. For this particular scene | 


one of Bradford 's ubiquitous dogs was anoourened to appear in shot, and 
a member of the ualt vas sent off to track down @ rag-and-bone man who 
could be heard calling out in the distance 86 that he cculd be recorded on : 
wildtrecke | co 
The third acene of the day was intended to be used directly after the 
teonsultent * acene described above to desonstrate the immediate effect ot 
‘the news (that Sandra ves, indeed, deaf) upon the family unit, and in — 4 
particular to illustrate 'Father's' reaction through his dialogue: . 
'Bloddy hell. Where's at come fron? Where's 4t come from?" The ecene was tg 
eventually rejected.in the editing because. the director decided that it wag) 
superfluous given the fact that the family's immediate resection could 
probably be teken as reed, and the father's irritation and failure to . 
understand would in any case be illustrated elsevhere, Furthemore, the a — 
problea over the consultant 's reference to ‘profeseional help! could be - 
- elerified by cutting etraight to the gource of that reference ~ the ae 
school < ~ vithout breaking the cognitive flow by inserting the traadly 


reaction? scene in between. es £4 956 


The fourth scene shot at the ‘Mother's? house this day vould in fact 


| be the one in which ‘Father's! neter-do-well character and his 


rejection of the problea would be reinforced, with the main intention of ee | 

the ecene being to highlight the domestic upheaval which having adesf oc 
child can cause and to illustrate the futile but naturel atteapt to ” s 
apportion blese for the misfortune. ‘HMother'st dialogue, for exenple, 

includes the linet "Well it's got to be sonsbody's fault; thene things 

just don't happene" 


The main shot was set up with the camera as far awey from the action as 


" possible, using a 12mm lens in order to cover the wide angle of play. 


Father’ was satin an armchair comera left; trying to listen to the 
football results on the redio, ‘Mother* vas sat in another chair on the _ 
other side of the fireplace with a child on her lap, and the Bix year. old : 
version of Sandra was sat in the ‘centre foreground at the table, ‘dyoving | 


“some pictures end singing. All. this was enphasised by having the cenera 


on a high tripod = about six feet = locking down at the girl from approxe 
imately the sane net that she would have looked down to her father from. ; 


sd tables - 


Since ‘Father’ was having sone aitticuity seetaaa to the football results 
because of his daughter's singing, he was instructed to tur up the vine 


"on the radio, and to irritatedly shout at the girl. "For christ'a sake 


hut up's She of COUFEG, could neither hear nor see him, #0 eventually 


| be vas doatructed to leap up and aving the gizl around to fa08 Bay ting 


causing "Hother' to defend her daughter which eee an argument i: " 
ebout the source of the deafness? 
There's no one deaf in my family 
 FAWER 


FATHER 
Dont start that again tt” : 
tt 2 
Don't atart what? 
FATHER 
Look, it's not my bloody fault 
What about your Auntie? — 
Shooting the scene zeoead to be an ieotional eae since the little 
girl's reaction to being grabbed by ‘Father was perfectly genuine. fuse 
phe really could not hear the dialogue abe was genuinely startled when be 
swung Der round to fece him, and atarted to crys. This reaction was 
consistent vith the denands of the acene, but it also threw the actors’ 
concentration, and on the firet take there vere several mutts! in the 


ensuing dialogue. Two nore takes were made on this slate, and another four a 


> fro the seme angle = but only up to the point where ‘Father’ moved to ‘ered 


the giz) eo that she had time to recover. If, for instance, the little girl | 


vas etill visibly upset as a A result of previous takes this would have — 
anticipated the action, so care had to be taken to moke sure that she vas — 
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relatively heppy up to the point at which ‘Father’ grabbed her. Six further a 


takes were then made to provide cutaway close-ups of "Mother® and end ‘Tathert 
‘and the pound recordist made two wildtracks. The first of these was of 
tcandra’ singing lappy birthday" to cover that part of the action wee. she 


nod stopped singing as a result of the first take, and the cecond wildtrack 


was of ‘Nother’ delivering an extra dine of dialogue, "Don't do that, poor 
rites she can't hear you." 


aways to. cover the aputsee 


The , actress playing "Hother* found the Whole experience quite draining, but - 
both ‘tBather® “ the director argued that there wes no other wey in which 


_ which could be inserted over one of the cute: Se 
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the scene could have been filmed. It would have been practically 

inpossible to ask the little girl to cry on cue, and her real mother had 
been consulted beforehand ebout the director's intentions for the acene. . 
The finished acene es it eppears dn the fils is nevertheless qualitatively ms 
different from sost of the other scenes insofar an it records a perfectly | 
genuine reaction rather then a reconstructed ones 


The thin! session at the fairground was Guctien out during the eee of 
this same day and it 4e important to note that the core unit had thus beea || 
clocking up a twelve to fourteen hour day for each of the first three day' s 
shooting, with the director himself putting in considerably more hours than 
that in planning each day's work. -. ‘He had in fact been getting orly about . 
five or six hours sleep, since at that stage he waa also having to travel to- 
Leeds in the early morning in order to view the rushes on equipment provided | 


by Yorkshire TV, end confessed to being extrenely tired towards the end of ~ 


the firet VGCKe The personal pressures of bearing the responsibility < ag 
director ond producer for more than twenty=five crevenenbera, eeventy actoray. ? 
| the concerns of the original fomily and the film iteelf should not be 
undervalued, ‘and the producer himself was privately congerned about being’ 
eble to nsintein a high Level of concentration throughout the resaining four i 
} weekSe You have to renexber* he confided, "that, this may be the dsst fitn- “a 
I ever takes! . | . . 


Day. five 
In the seteioas script two Suicdaitvs scenes had been plerned. to introduce 


. the fact of Sandra's deafness. The second of these had been the one Where ane 


mother? knocks the jug onto the floor, and this was to have been Presended - 
| by a scene outeide & greengrocer's shop where 2 noigy xen wag to kave driven - | 
pests provoking a reaction fron ‘Nother! and the greengrocer ‘but not tron 
tBaby ‘Sandra’ as sho sits in her pushchairs — | 


“the director had decided to change this by setting eccontiany tho sane ; ‘ = | 
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action outeide ‘Mother's houses Here ‘mother* would be seen cetidag to 
tuuntie Amie? as they valk up the cobbled alleyway through to the back 
yer’, with ‘Sandra’ 4n her pushchair. The tvo woren would then be seen 
reacting to the pound ofa coalman delivering coal dow a shute into the . | oe 
cellar, to which the baby would, ‘again, fail to reacts In locating the ~~ 
ection outside the house, its exterior could thus be related to its = | 
interior, and the director felt that this would help en sudience to forn 
a more complete eicee of the imnediate environsents 


A period (1949/50) ieseieicasy! had thus been hired for the dass and ‘the 


prope men had prepared a number of sacks of coal to be used an repeats, 


Unfortunately pushing the pushchair over the cobblestones proved to be: 
very avkverd, in addition to which ‘Baby Sandra! seeaed to have developed — 
a Vigorous aielike for the actresa playing ‘Mother’. Even having taken 
the ‘precaution of placing the child's real mother at the end of the 


stlegway a8 bait felled to stop the child crying, bo many of the thirteen 


takes which were made were unuseable (since the child's crying could 
have been taken as a reaction to the sound of the coal being delivered.) ; 
In the end this scene wos rejected. altogether, partly because the action . 


was witinately felt to be unsatisfactory, and partly because, Bs the 


director pointed out, it repsated the information vhich me contained in — 
the tjug-brealaing' ccenee Thare was a ctrong fecling during the editing = 
that there was no need to keep hammering home the fact of the little girl's 
deafness, co by Occam's rezor, the ie baa Si scene was retained at the 
expense of the "conlmant (OnCe : 

ho next scene fliced tha doy ves used in the finished film, end vn ae 
eventually to to dnserted after the "football pools! scene in which ae ; 


had been made to cry by her father. It was to show the child playing in 


the otreet with a group of other young children, end wes intended to make e : 
the point that the little girl vas perfectly normal dn ell respects other 


than being deaf. In terms of the overnll pace of the film, this sceng ha ‘ 
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also. sieve & punctuative pause in the dervative by sstaulae e an | audience - 7 : 
to simply observe the children without having to follow dialogue. 


Two factors could help to mark off this scene fron those on either side, eee ae @ 


‘Firstly the action itself wes free and spontaneous, and ceeondly this was 
enhanced by filming it with a hand-held cameras Since the ahets were hand= 5 
held, or chot in "vobblyacope' as the camera crew called 4t, the comereman. 
was less able to control his field of view, so anything which could - 7 ae 
potentially get 4nto the shot had to authentic and correct for the eabtoa. - i 
Hence 11 the cars in the street had to be clearod, and all the onlookers — 
bad to be kept out of the Wao _Sindlarly, the sound-recordist and the 
director himself had to make sure that they vere always behind the camera : 
ag it followed the childres ‘a action. Unfortunately, the ower. df ono of 
the cars which was parked in the street could not be found, 30 the car ye 
covered up with a tarpaulin, which then made it look rather odd = ike — 
the rock of gibraltar' the director thoughte Zventually a period van wan 
parked in front of this car to hide it from the camera and eighteen 
. .different takes were then made of the children playing, The other children — 
-dnvolved were local kids who had been provided with period clothes by the 


‘wardrobe departuent, ond the director instructed them where he wanted thee . ee 


to go while the cenera was running for several of the takes, aince his 
voice could ba ranoved by using sound takes from other ehotse The pain - 
problea for ‘the comoranan was that this scene was filmed entirely dn 
natural daylight, so as the camera moved about the light vould changes 
The focus-puller consequently had to ajust the camera's apperture 
during each take, and the children had to be warmed not to dive into the 

| shadows caused by the peusee to save thea from one completely lost, 


ras 


. Qne of the problens vateh « a , deat child has to learn ‘to cope with is other 
people 'g comments ahout his or her gesticulations or half-forned Specch= 
counds. To illustrate this a scone had been dncluded where child Sendra 
ds travelling with her Auntie on a buse ‘The original script outlined thin - 


ecene as follows: 
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Int. TOP DECK OF BUS. DAY. (2 . 361 
CHILD SANDRA is sitting with AUNTIE AMIE. Something in the street 
attracts CHILD SANDRA'S attention and she turns to AUNTIE AMIE : 
pointing excitedly ond speaking strange, half-formed words. 


A WOMAN PASSENGER on the next seat stares at CHILD SANDRA, atartled 
and disturbed by the jumbled speech sounds, 


CHILD SANDRA sees the glance, and in iomediately silent. AUNTIE AMIE 
tries to restore the child's confidence. 


This was the next scene to be filmed, end a period tis nd See hired for 
the purpose. Several extres had also been hired to be passengers on the 
bus, and more of the local children had been found to ride in it too. 
They all had to have their hair cut or tied up beneath hats by the make- 
up department, ond wardrobe had supplied a number of junior period coubsens ae 
This particular scene had in fact caused the wardrobe supervisor a number | 
of headaches, since the fact that che would have to cupply. 50 many 
costumes had not, she considered, been made sufficiently clear to her. . 
Everyone was nevertheless kitted out by improvising a number of thenes % 
with scarves ond hankerchiefs, end the bus sct off with the comera upon 
the top deck, looking back down the length of the bus. 


1t had been the intention to do the bus scene in the immediate nelebboun. 
hood of ‘Mother's! house, but being jubilee year, a street party had. 
started up in a nearby street vhich might have caused some probleus for 
‘the sound recordist, so the bus was taken off to another part of the city, 
The director found a. indice hili' for the bus to fo down near the — 
" ground and the first take was nade here as the driver let the vehicle 
travel sinay downhill in firat gear. The noise of the engine nevertheless 
| completely drowned ‘Auntie Amie's' dialogue, so the bus was taken back y, 
to the top of the hill egain with the intention of having it coast down 
with the engine switched off. Unfortunately the bus had hydraulic eet 
which would therefore not operate if the ‘engine was not running, 80 the _ 
engine vos kept idling while the ariver kept. the speed down with the 
prakess The combination of an idling engine and use of brakes then 
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produced go much vibration that the cameraman could not hold the camera 


z steadily enough to obtain a clear picture. By take three the little girl | 


vas piso beginning to be fretful, so her real mother was called in to | | 
comfort here After several takes with ‘auntie Amie’ sat camera right of 
‘Sendra’, none of which ware particularly neceptable because of the camera | 
shake and the child 's action, the girl's real mother was substituted for 
the actress and the camera angle altered so that only her shoulder wes in 


phot. Thus comforted by the presence of her real. nother, the child's : 
- action was judged to be much better, and "Auntie's! dialogue was achieved | 
. by having the actress speak off comeras 


On seeing the rushes for this acene the director nevertheless ret that . 
none of the takes had really voriced, and there had oleo been a number of 
instances vhere modern-day traffic, advertiaing eens end shops had» 


appeared in shot through the bus's windowne (The PeAe ‘iad been taking 


note of such enachroniens, On take nine, for example, she had written : a 
down on her continuity sheet "Iwo good ones, but Shell garage in backe 


grounds") The whole scene was ccnsequently rejected. during the: editing, 


which again led to a considerable reorganisation of the sequencing of 


that part of the film. While such deciatons were made solely on the 


basis of the director's understanding of the film ans a coherent, 
meaningful whole, the individual risks should not be undervalued. 


‘Shooting the "bus! scene, for instance, used up three hours of valuable a : 


shooting times not to mention the cost of hiring the bus in the first 


. place (e504) ond peying the extras (about £20 each) plus fim costs The . 


Eastman Colour Neg II was costing about £60/rold inclusive of printing 


at that. tine, and just about a roll had been used up on the bus. (At 


that point on only the fourth day of shooting, twenty-ndx rolls had been 
used, so the total cost of filmstock alone had been more than £1500) | 
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Two more short scenes were filmed this afternoon nctak to completing the 

fairground shooting in the evening. The first of these showed tAuntie 

Anie* waiting ata bus stop with pany Sandra’, ‘and the second showed the 

suntie ce tnetdne from the bus with hile Sandra's Neither aceno raised 

any particualr problens, except certain that thin scene would follow the eo 
bus scene in the finished film, so to allow for that ee the : 


costumes and make-up were kept the DANG. 


Day five had been a Saturday, nad the Sunday had ‘been set aside as the . 
unit's flrot rest day during which several members of the crew took the . 
opportunity to travel hone to London. ‘The director and cameraman 
nevertheless apent much of the day checking out locations for the eae 
following week's shooting, and the P.A. used the break to catch up on her 
-- contanuity -reporta and to eort out a number of expenses claina which ae 


had receive from the actors and Crewe Day-to-day expenses, facility fees 


_and contracta vere chiefly the responsibility of the Associate producer, 
howevery and he took advantage of the rent day to review these in the 

light of the overall budget end with reopect to the director's overall | 
responsibility as producers The budget had evolved from a very early . 
preliminary eatinate of about £20,000 which had been made at the time 

when the producer wos planning to use a very small crew. This sotinate- 

_ had then stebliced at around £h8, COO after the scope of the production had : 


been daternined by the script, ond was ; running at about £1 20,000 by the 


time the final size of the unit was kno. This figure, however, eegeenta. 
the ‘above-the-line' costs of the production, and would not include tho : 
salarios of perannent atudio staff or the capital cost of individual pieces 
of equipment (certain expenses such as replacenent: ‘lamps = which could be 

up to £300 for en HII = night be added to the budget, however.) The 

budget certainly would cover all the other expanse eee: including the . neon 


director's and freelancer's fees, actor's end writer's renumeration, fila” 


costs, location payments, insurances, travel and acconedations A 


me . 
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substantial Kercedtaze of the budget had, for scape to be earmarked: 


for the hotel bill (up to £20,000) and film astock/processing costs (around _ 
£10,000), and rather less substantial amounts allocated for actor's fees. 


Someone like the 'Kiddleclass boyfriend’ would recelve about £250, for 
instance, end the main actress about £750 - less 15% to the agente 


Individual location fees would average between £25 and £50, and the actors” | 
‘had been granted £9/day expenses in addition to their accomodation costs, _ 


all of which would be worked out by the P.A. and the AePe in consultation 


with the producer end in Maison with meepective egents end the production | 


office back in London. 


Bay Seven 

The entire day had been scheduled Sox shooting seven different scenes 
inside (Mother ts. house! for various perioda between: 11957? and 11971". 

The parlour had therefore been extensively altered by the decign seartoank 
to signify a time-change from the early fifties. It had been se-wallpapered 
ane painted, the sarepiece had been changed to a more sodern glazed-tile 
one end most of the propa had been changed or rearrongeds The roon had 
therefore Enaergore & complete transformation, so much £0 that it could 


have been a completely different rocm and ‘the director had felt that sone - 
_ kind of a bridge or continuity-connective was therefore needed in orter 


that the sudience would realise that it was the same house, An extra 


scene had consequently been written to show the third, teenage vereion . a 


of Sandra walking home from schools Since she would be velking up the 
street which had already been established as her street, and the house ts 
exterior had been unchanged, it was hoped that an audience would. then 
‘realise that the new interior in fact belonged to the original exterior. 


This new scene also provided a narrative connective, since the preceeding | 


ecene would show mencre? being smacked by a teecher at the echool, and the 7 : 


7 following scene vould show her storming into the house, engry and confused. 
The new scene would thus get the girl from the school to the house, 
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That ecene was accomplished in four Sikes bofore the unit moved indoors 
for the reat of the scenes, the first of which would show the other half 

| of the sane ‘action, as ‘Sandra! comes into the houses ‘Mother’ would be 
coing some ironing here, so the electricians had rigged up a ‘practical’ 
iron ({e a working one) in addition to 6 eraptlead centre light which had 
been given an uprated bulb and cheated into shot on an extended flexe All 
the prop furniture looked rather new (much of it had been bought locally 

by the propa buyer) but with minimum lighting it was felt that this would 
not be noticed. ne of the technical probleas vide the shot involved vas 

related to the cemeranan ‘s bete noir - ~ a nirrore A cameraman not only has 
to follow the action within the frame of his viewfinder, but he has to 
continually scan that freme for snonalice such as boomeshadows (the 

shadown caused by the poiiseecceiick 'g microphone boon) or vetiesticus, 

in mirrors, In setting up this shot, for instance, it was noticed that 
gone of the crew could be seen reflected in a oneror which hung over the 
fireplace, snd since the cemera would have to pan around the room to 

follow the ection, there was also & denger that it too could be reflected, 

a.) the mirror was tilted forward with a wedge of paper, thus giving it en 7 
unnatured position, but one which would not interfere with the shot. | | 


Two or yr three rehearsals \ were made for the scene, with the director osking < 
Mother? to be engrossed in her ironing as ‘Sandra! comes in the door, 
She was then told to begin to follow the girl up the staira, rather than 
gkop at their foot, since othervise she would ‘freeze the ecene! as the 
' director put it ~ stopping at the foot of the atairs being regarded es an 
unnatural end to the action, whereas having ‘Mother’ continue up. the stairs. 
would provide @ natural cutting point. Using the girl's real nother as an 
interpreter, the director then explained what he wanted her to do. He | 
outlined the motivation of her bad _tenper - the fact that she had just 
been reprimanded at school = and suggested that she ehould try to think | 
of a teacher whom ehe really hated. As a result the girl worked up a 
_ ereditably bad mood and the acene was completed in four takes, 1X wonder 
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which teacher she was thinking of' the scund-recordist mused. 


The most difficult transition which the film had to cover vas that | 
between the teenage girl and the main actress. Having introduced the main 
actress as the fourth and lest veroion of ‘sandra‘, the fila would 
thereafter focus upon that character 60 the introduction had to be very 
carefully handled. In view of this I will exemine the scene's 


construction in some detail. 


Introducing Sandra i 


In introducing .the final version of Sandra the finished fiim closely _ 


Py em emery 


followed the structure of the original script. The laat time the audience 
sees ‘Sendra 3' = the teenage girl = ig in a scene set at the deaf. . 
“ gclwol, where she is being interviewed by the senior nistresse Here the 


general connotation that the girl is slowly growing up is specifically 
denoted in the senior wistrees's dialogue: 


SENIOR MISTRESS 


ov Now: ‘that you are getting older, you will soon baie 
your first period, Have you had cone yet? 


CuILD SANDRA frowns, pursleds 


SENIOR MISTRESS , 
(Gesturing to the lower abdomen) 


Pain « here. Have you had a pata here? . 
"CHILD SANDRA underatandas She Shaken. her heade 
SENIOR MISTRESS 


Its nothing to 6 frightened of, nothing bad. It. 
cee you are growing upe Do you Sree 


CHILD SANDRA nods her head. 
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‘ fhis scene was intended to eles an audience towards making the connotation | 

that the girl was quite normal, yapart fron her deafness, and could also 

help to demonstrate that she was quite bright, since she understands what. 

the senior wintsens has to say ina relatively short space of times Hore 

importantly, the ecene indicates that the child 4s approaching sexual.” 

maturity; a transition, in other words, from childhood to young-womanhoode 
The actual transition fromoone actress to another could therefore be eased 

: by juxtaposing this scene with the next one, which is where the main 

actress appears for the first tines 


me following scene dealt vith a visit to ‘Mother's house’ by a lady cociel 
worker Bone time after the previous scene (three years afterwards, in fact, , 
although there is no precise clue to the time-gap in the film itself). The . 
ostensive purpose of the scene being to illustrate the paradox between the: 
deaf school ‘a method of teaching speech rather than sign language ond an 


+ AS 
PS peed Pragati 
“1 


3 Bandra's inability to learn speech because of her profound deafness. 7 aoa 
the social vorker pointed out in her atatonnet 


Most deaf children have sone hearings they « can learn speech. | 7 
Sandra's a special case, that's the trouble. Sue's got far - 
less hearing than most deaf children. 


The underlying purpose of the scene ig nevertheless to introduce the nein - 
actress as Benda end thia transition was eased by means of several 
different methods, First of all, ‘Sandra! is not in shot for the first 
part of the scene, elthough she is the subject of Mother's! and the tSocdal_ 
worker'a’ conversation. Secondly, the dialogue references to the girl are 
backed up by the (Social vorker'a' indication of a photograph of ‘Sendra’. 

on the mantleplece. This photograph is of the thin version of the girl 
dressed in a girl-guide's unifom, which "Mother! picks up and shove to ee 
' the ‘Social worker', The audience is then given a big close-up of this 
_rhotogrpph from the "Social worker's! ‘POV. in which ‘Sandra 3! is | 
clearly recognisable, The fact that there has been no other reference to 
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Sendra being a girleguide could, incidentally, help to make the character 


‘pore three-dinensional, but it could also aid the transition since the: 


girl ia shown in a different guise than the audience has seen beforee 


The thind Crores in the unsltion is then introduced through Mother's! 
dialogue as she turns away from the 'S Social worker! to pays 
She says it's a good photos Good = photo -~ of ~ yous 


"Sandra's in other words, must be in the cane room, although the audience: 
has still not had a clear shot of here In fact, as 'Hother' delivers this 


line of dialogue, ‘Sandra /? is merely glimpsed through a reflection in the . 


mirror over the fireplace ond furthermore, she is only monentarily in focus ; 
since the cameramen had to refocus on ‘Mother during the shot in order to . 
cover the rest of her dialogue. ‘Sandra 4' is thus identified with 


‘Sandra 3! through the production of the photograph and the corresponding - 


-diologue (Good photo of you) at the same time as her physical identity is} : 


being mediated by the mirror shot and the changing focus. In being so — 


tnean' with the infomation, as the director put it, At was consequently — 


felt that the. audience vould have tine to work out for themselves that 

a trensition had occurred without rupturing an overell gestalt. Had, for | 
instance, ‘Sandra 4" been introduced by having her suddenly walk into the 
rom where the two women were talking, the audience would have had no idea © 


of who she waste 


Although this trensition vas very carefully planned, it ought to be anid : 
the change in focus during the airror shot vas more due to r technical 


- constraint than a conscious decisions if you are shooting a subject which 
fa reflected ina mizror the focus has to be adjusted in relation to the 

| perceived image rather than the mizror'a aurfaces At the atart of this: - 
particular shot ‘Mother’ was standing near the mirror ebout nine feet from 


the camera, but as she started to move away from the mirror towamis ‘Sandra’ 


"= and piyatetiy closer to the camera ~ ber tnage in the alrvor vas woving 2 
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further away from the camera (see fige +). Hence as long as ‘Mother’ and 


‘Sandra’ were both being reflected in the mirror, they could both be held 
in focus, but as soon as ‘Mother’ returned to her original position with 
in the camera's direct line of sight to replace the photograph, (see fig. 5) 
a choice had to be made between keeping either her or ‘Sandra’ in focus, 

In other words, unless the cameraman had used a Lens with ea huge depth of 


field, it would have been impossible not to have let ‘Sandra’ got out of 
focuse 


Mother 


Fig. 


Fig. 


Camera 9ft from mirror 
Focus set at 9ft 
Mother only in focus. 


Camera 9ft from mirror 
Focus set at 15ft 
Mother and Sandra in focus 


ee 


There was a basic resemblance between "Sendra 3' and ‘Sandra 4', but the 


transition was further aided through the judicious use of some very light 


make-up on the main actrees. As I mentioned above, it is difficult to make 


someone look very much younger than their real age (in this case the 
difference was about ten years), but the main actress's hair had been 
arranged so as to soften her features and this was sided by the use of soft, 
diffused lighting, Similarly, the first clear shot which the audience is 
given of ‘Sandra’, after the mirror shot, is taken from ‘Mother's Ps0.V. 

= since ‘Nother’ is standing above the girl as she site on the settee, the 


souteasane P.0.Ve is also taken from a high angle, and such an angle ip ‘ 
generally considered to inpute a cortain dinunition of character (or in. 
‘this context youth! - bee iii eseoe 197%: 264) 


The scene iteelf was set soue five years later than the eegelois scene oe 
whieh had just been shot (of 'sandra 3" coning back home in a rage) so a 
castes of period changes were made to the parlour, The curtains were | | 
changed, and the director had decided that the fonily would probably. have 


had a television set by then (1963) co one was installed by the eloctrictan. oF 


Several pleces of furniture had been replaced too, but other items were 


left in their original positions in order to provide a continuity link with 


previous ccenets It was the PeAe'’s job to keep notes on the positions of 


yarious itens for continuity, and to assist 4n thin a number of polarioids oe: . 


word, usually taken before a set was changed. One aspect of continuity 
of which the director was uncortain at this point was the use of = 
cundercone doublo-hearing eid which ‘Sondra? had to wear “a pore lights . 
weight version had started to appear in the mid sixties, 90 the authenticity 
‘of the exioting apparatus was checked with a contact at the deaf school. 
The lighting was particularly inportant 4n this scene. Firstly the director - 
“did not want any direct Light to fall on ‘Sandra's! face as thie would 

tend to create pharply-defined shadows which would eaphasise her features 
' and make her look older (ohe was supposed to be ‘about fifteen). “Secondly 
_the field of the action was quite extensive such that there would bea - BA 
certain amount of camera movement, and a good deal of the room would cone 


into chot at various points. The whole room therefore had to be lit, end 


this meant that (a) it ves difficult to have artificiol Lights inside the 
room, aince their supports would got in shot, and (b) the kitchen window i 
had to be 14t in addition to the parlour window for reasons of continuity 
| as well. os being a way of introducing rore Light (see fig 6). Thirdly, 
the scene was cet in the late afternoon after ‘Sendra! had come hoste from 


=; oe ond a clock which would ‘be in chot had been set at 4.30! to elenity 


ate 
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The mirror shot - 'Mother' 
to ‘Sandra 4' with dialogue 
good photo of you". 


shows photograph of ‘Sandra 3' 
» "She says its a good photo, 


Diffuser screen 


Practical table-lLamp 


Camera 
'Social worker’ 
ian) ‘Mother ' 
actic 
centre light tsandra’ 


«— Stairs up 


1kw : : Kitchen area 
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Lighting diagram for ‘Social worker' scene 
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thine ‘Since the scene was seeunniy ‘being set up at mideday the cameraman 
spent sone tine arrenging the large exterior lights urtil they reproduced . 
"a nice afternoon light’, and in order to achieve this the tissue which 
would nomally be taped onto the outside of the window frenes was otrectched 
within free-standing frazea between tho window and the light-sourco tto 
make it alnont dream-like’ as tho cameraman sald, 


The tuo large UNI lights outside the main eacibue window had been pet up 
on very high stands co that their light vould ctream downwards into the | 
room like sunlight, but to counteract their direct glare upon the subject 

an opaque mask had been fixed to the top section of the window in addition 
to the use of the tissue diffuser. Sinilarly, a cuall ‘flag! had been cot 
is to the cazera'n immediate left to ensure that the povorful. lights did 
not produce a flare off the front elements of the lens. ‘Two practical 
4nterior lights wore also used, one being the rocm'a central ceiling light, . 
and the other a snall tuble-lanp ~ ~ both of these had been covered with sone | 
blue transparent foil know as ‘half-bluet in order to correct the colour ~ 
_ tenperature of the standard filament bulbs. | 


In uttering the action itself, the director: explained that he wanted 
the actors to be. "clam ond mattoreofefact! in tho delivery of their 
cialogue, ond ‘contained and relaxed' in their movements. In terms of tho 
tory itself ‘nother! vould be used to having visita from people like tho 
. gocial worker, end ‘Sendra’ was asked to appear ‘Bored and seideecces '. 
One way in which this kind of mood can be connoted is to reduce the anount 
| of camera-movement and/or cuts in é geen both of which can be reduced - 
- eoping the shots as vide os possible. The wider the lens, the loss the 
genera has to move to contain on action within the freme, end this also | 
7 reduces: the necessity of cutting between different shots since the | 
essential information can all be conteined within the wide shot; building. 
ae scene fron one or two wideeshots instead of a series. of. eloce-ups can, 


an other word, reduce the pace of that BCeNes 


nothing behind or to the left of the ‘Social worker’ to balance hor 
' relatively low position ‘ithe freme with respect to Mother's 
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The potential width of the shots for this scene was nevertheless 


| predetermined by the size of the room. Since the camera could only get 


about nine or ten feet back from the action, an alternative way in which — 
that action could be contained within the frome was to physically Linit 

the action itself, and this is what wea donee ‘Mother’ was to stand by 

the fireplace at the beginning of the scond, vith ‘Sandra * out of shot 

to her left, and the 'Sociel worker’ sat in a chair to the conera's left. 

In order to get both "Mother? and ‘Social worker! within the froue the. 
latter's chair was then cheated in towards the fireplace; ‘uanaturally . 

close in fact, since one of the chair's legs was practically in the eet 
0 checking this through the vievfinder, however, the director decided that 


_ the chain's position appeared to be normal in relation to the rooz tens ree 
the angle of the choty and that this position also determined the required he, | 


horizontal relationship betweca the two sotrecses xithin the limits of the 


width of frane. Unfortunately, this arrangement meant that the vertical © 


elignmont of tho two subjects was very awkward since there van a consider Bos 
able difference in height botween the ‘Sociol vorker's' head on che sat in | 


the chadr, and Mother'a' head as she stood by tho fire. The "Sociol — 


worker" won therefore given a cushion to sit-upon, but this made her sit 


rather oddly no the whole chair was eventually redsed on geome wooden 
blocks | 


ivast from these technical considerations, the director was also concerned 


obout the seathetic composition of the shot. As in tho "Speech geeneiees 


ecene described ebove, he nede a nunber of changes to props which vould be 


seon in the background of any particular shot. The composition of the frst 


chot, for examples. was felt to be a 1ttle unbalanced insofar ao there was . 


Sie ett 


The table- | 


Lemp ond & vaso wore therofore moved into shot on a table behind her right’. 
ae shoulder, the former being tried both with and without some flowera.-. 
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Sinilarly, a sideboard was moved into frame for one of the following shots 


to provide a point of reference in the background which would otherwise 


have been a blank wall. 


The unit was ready for a full rehearsal by 12.30 perte and the director | 


reminded ‘Hother' that she should be ‘chirpy and mattereofsfacts don't. - 


be too morose ebout it all - you aro used to the deafness by now's 


Sindlarly, the ‘Social worker’ was told not to look too concerned, 


_ Bandra was after all only one of several, people she would be ee 


that day} Try thinking about paneteee. the directcr. puggestede 


The first take waa then made at 12.40, and I will briefly run through 


each one dn order to deonstrata how the director's intention for the 


scene was worked out in practices 


Slate 723 "Mother tand Social worker! twoeshot 


vers 


9232 


7233 


7234 | 


7235 
7236 


- Waye . eo : 
‘The ‘Social worker! had been told to be relatively casual in 
“hor approach, but as a result she hod delivered her dialogue a 

_ little too quietly here, and the director told her that she could 


This first take was NO because (a) both actresses had tended to 
move towards the canera during their dialogue which wrecked the. 


erdtical froming of tho shot, and (b) the boon operator had 


found it to be impossible to cover both actress's dialogue for 


- gound without hitting the centre practical light with the 


microphone boom. Thia light was consequently raised out of the 


be ‘more argumentative’, 


. Despite the fact that tho director. thought the action and dLatogue 


hod reached the correct pitch here, ‘Mother’ had not been fully 
within the frome as far on the comera was concerned, and the 
‘Social worker’ was felt to have become 'a bit too grave’ by 

the end of the sconee Also it was 1 O'Clock and time for lunch . 


according to the nchedule. After sore consultation it was decided — 
to continue, howeverese 


Both actress's were felt to have become too dejected by the end . 
of thin take, but the main part of the action was judged to. 


have worked well, 


'Soclal worker' fluffed her lines = but the director reassured | 


her that it was good otherwise in order to maintain her confidences 
This take was considered to be the beat one, having rae *ne 
required degree of cheerfulness mixed with serlousness 


Slate Bs as 72 but clozer shot. 


73a}. All three takes were judged to be suitable, with the seaeiee: 


.of the last few seconds of take 2, where the ee entered 
the frames 


STE 


State 7t__Cutavoy nediun close-up of 'Hother’, with ‘Sandra’ becoming 
visible in the mirror 


Mest As ‘Mother’ roved to show the photograph to ‘Sandra’ the 
. precast had to pan rapidly right, co in order to reduce this 
movement os much as possible the sottee was cheated closer to 
the "Sociol worker’. ‘Sandra’ wes irstructed to look "bored! 
and ‘diainterested'. Tho first take was, however obondoned 
- because of a fault in the framing; ‘Mother! moved too far 
right. ‘Sondra' had neverthelese asstmed oan aircof? ‘defiance! 
which the director liked. . 
7432 —RG3) fluffed Lincs. 
7433 =. NGs 'Hother'’s' dialogue had become too abrupt at the ae 
end the actrees had started to perspire which caused a chine 
from tho lights. Hake-up consequently applied somo powders . 
‘Sendra! was also felt to have become ‘too forlom', end the 
director instructed her not to look away fron the othern} 
. ZY don't want tyou to look like a dummy. ! 


7 sh tHother', picked up the photograph with the wrong hend 
continuity-vioe. Na 
7435 'Sendra! was still considered to be too forlorn, plthough the_ 
actress herself argued that she should be fed-up and a bit 
miserable = 
2436 'Sendra’ looked simply bored this tine and the director felt 


it to be a good take. The girl wan not, howover, sa clearly - 
visible in the mirror here, so ‘Mother’ was told to move round 
towaris her more to ensble tha camera to get a clear shot of 
the reflection. ‘ 
24637 Eere the action and dialogue wan judged to be ‘right, but here |. 
wog otill «a elight problem with tho freming, sc the cancra's 
position was altered a littles 


7438 NG. A new magazine of film had been put on the conera and . 
. _ caused a fault in tke claw mechanim, co the take vas cut shorte | 
7239 The director thought the action was suitably > hada but — 


_ -Wother! exited the frane too carly at the cnde 
F310 ‘other! stays within the frame this tine - OK. 


‘Slate 75% Overshoulder shot from social worker's! -P.0.V. close-up of 
rhota 


7531-4 These takes were made oa inserts for slate 72, and cinply. chow — 


the ‘Social worker' ‘revealing’ each aa oe to the cameras 
(Shot mute) 


763 Cutaway of "Social vorkert Pee 
a gs 
7631 


These takes wero intended to nerye cutaway diate, sae dinte 2a 
ohowing the ‘Social worker! loolding at tho photograph from a . 
nedium close-up. Tako 1 was NG because she looked straight at 
the camera instead of taking her eyeline to ‘Hother! slightly 
a to the right cf cuomern, 
. Tose 


NG-- ‘Social worker's! eyeline again, caused by ‘Mother’ being | 
in a different position from her original one «= ‘Mother! was 

therefore moved to that original position. 

(9633 «~~. Eyeline correct, 

"have coused a continuity problea for sound, but in such instances: 
the dLologuo can sometimes be lifted from the master track. 


A dog was barking in the background which night eae 


Siate 773 Reverce shot of ‘Sandra! ov» she looks at the wcromegi 


7731 This was the first clear shot of ‘Sandra 4*, so her makeup wos 

carefully attended toe The director asked for her hair to be 
arrenged loosely ‘to bring out her girlishness? and. repeated 

his instruction that she should look fairly disinterested in the 
exchange between ‘Mother’ and the ‘Social worker’. The shot 
wen nade as a reverne from the ‘Social worker's! P.0.V. so 
tSandra’ was told to look towards the forner's position (although 
tho ‘Social worker!’ had ectually been sent back to the hotel by 
that time). This take was judged to be satisfactory for action, 
but there was a slight: problem with lighting, cince the angle had 
been changed, so a small flng was used to mank the light coming 
from the kitchen which had othorwiced been shining directly at 


the camera. ee * tones Sot D ; 
9982 NG action. ‘Sandra's! eyeline to ‘Social worker’ was inaccurate. 
7733 ox 


Sdigte he Reverse Wise of Wendral a Vide tine fro7 Motharta’ P.0.V. 


Fo3i Although ‘fandrat had been asked to look disinterested, the director 
etplained that she chowld show some expressions ‘This is the first 
time wo have ceen yout ho instructed the actresa, ‘and we have to 
be ate to seat that you are deaf, so wo need some expression fron 


: : youe* 
7832 The director thought that ' Sandra's! eyes looked *tanafixed and 
7 hostile’ this timo, soeece eh 
7833 | She assumed a quizzical expression as if to ask what the , photograrlh : 
Wis ‘which the, director liked.. ; 


78 24 Sintlar. OK. : ; | ; ake 


In the original script this cedg: etarted with the 'Socdal worker! already 
Innide the houses Since there wag already a break in continuity in terns . 
of the narrative (because of a tine~junp) the director had decided that aa; 
". extra shot wag needed to show the lady arriving at the houses Such a shot | 
could also help on audience to identify the social vorlene ap such, and the. 
actress was subsequently esked to valk up the alley leading to the back 

door, looking as if she was ceaeehise for the right hotises It would there~ | 
fore be possible to make the connotation that the lady was a stranger, and. - 


possibly on official business since her neat outfit set her apart from the 


‘working-class’ district which she wan vicitinge. Once inside the house, her 


officialdon would then be confirmed dhroueh the dinlogues be 
taving retrieved the actress from the hotel (to whore she had inadvertantly 
been cent ‘back earlier in the day) the shot itself was filmed. in three takes. , 


The first of bees: was No ‘hachuse Mother's" ‘pack door had been left. epee 
rch - 
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such that the ‘Sociol worker! had nothing to knock upon, and the second wos 
alco NG because some shadows caused by the crew had crept into the frene. - 
The last take proved to be usable, but the soundtrack was marred by one of 
the local children, who - mimicking the director = called out. actions! halt 
way through. In a oituation Like that, uhiene thene was no dialogue to sien, 


the sound of the ‘Social worker's" footsteps could be added from a library - 
tape during the dub. 


Ghe iSoedal worker? scene had been finished by 4.30 in'tho abtetieon: and had 
“thus taken about four hours to film. Partly os o result of thin only tuo 
more scenes were chot during this seventh day instead of the five which had 
originally been echeduled. One of these was to have been of "Sandra? opening : 
her first pay-packet at hone, but to save tine both in.tho. shoot and in the 
filn itself this ccene was lator incorporated within the 'Dry-cleonins uote) 


Bequences 


‘The real Sandra's mother had died a few years before tho girl's inpriconzent, 
and the director wanted to include a scene of the funeral in part two of the _ 
filn os part of the reconstruction and as @ point of structural, punctuation,. 
The original lady had been 111 for coma tine before hor death from cancer, so 
me one sense it was necescary to indicate her failing health at different en 
points in the reconstructions It was also necessary on a dramatic level ee + iz 
provide on explanation for ‘Mother's! death without honcering hone the point : 
too strongly, and the next scene shot thin day wan designed to introduce a. 
clue to (Mother's! health in this waye. This scene van to immediately proceed 
that of tgandra'a' wedding, and showed ‘Mother! end Sandra's sister ‘Souns _& 
getting ready at home ~ it therefore served the dual purpose of Freparing the - 


way for the wedding itself, and by showing ‘Mother in a poor state of honity, — 


_ also reinforced the connotation that sho had continuing dliness (in the 
finiched film thero would already have been n clue ‘elven ina previoun, Beene 
where 'Kother' had been warned by ‘Joan’ not to tire herself out by Necks 
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after ‘Sandra's’ baby = "fou know what the doctor badd" the sister warns.) 
The director also intended to use this scene as a pessage-of-tine indicator; 
the lant time the audience would have seen 'Mother* was several months 
earlier in fin time where she was discussing her daughter's nterilization - 
with a consultant. A vicible change in 'Mcther's' appearance vould therefore 
indicate that a fairly extencive time-change had eacuneds : 


Port of this change was the responsibility of the make-up department. 

‘Nother! waa given a badly-died wig to wear which was intended to give the 
impression of increasing ago and bad health (since Mother" would perhaps 
“pave found it difficult to dio her bnir properly), and she had alco been 
nade up with a fairly heavy cake foundation followed by grencepaint shadowing 
in order to impart the required effect; an offect described in the script 


est Noavy make-up perves only to accentuate the deathly ee of her 'foce". 


Host of the roponsibility for the change on (othor'at appearance Watsy HOMOTOEs 


born by the actress hereclf. Such a scene 4a really a: eift to. an actor, 


end especially a theatre actress as Mother! WAS, so the dcotne had to” ‘work. | 


quite hard to contain the action within bounds. He cuggested that cho’ 
should only hint at the illness, and explained that the audience should only 
realise that sonothing was seriously wrong towaris the end of the aceno as 


tHother' reaches for the windoweledge for support (the sceno itself basically 


shovs ‘Joan’ helping ‘Mother’ to put on her shoes prior to Leaving for the 
‘regictry offices) In the first six of tho elght tekes which wore nade for 
this ecene the director was therefore chiefly concerned with holding the 
actress backy. tryings in other words to stop ‘Mother! from looking | 

unbelievably 421, ‘Tha lest two tokes of theso six were felt to be right, but 
the firet four were NG = there wos one fluffed line and ‘Mother’ referred to 
saci by the real sister's nome at one point, but the two remaining rejects | 
vere caused by the sound department. The sound recordist will have a good 
“idea of the reach of ony particular jens 60 that he lnows in advance how. 
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closoly Ka een place his microphones to the pubject without getting then in 
shot. During rehearsals he will also take not (as does the cameraman) of 
eny moverients which the actora meke which night affect the mikes or their 
position relative to the franc. If, however, a shot is very tight, movenents 
are unpredictable or the immediate environment is particularly restrictive, 
the sound recordist, or more accurately, the boon ereraton, cannot olvaye 
guarontes that the mike will not eet into chot. Gince all three:of those | 
factors were operating during the shooting of the 'Pre-wedding! setribie the - 
microphone did in fact creep into the froze in two of tho eight takes. 


In the last tvo takes the director decided to give the actress her rein, and. 
asked her to play the ecene an if bho really was chout to die in order to 
cee what it looked likee Sho consequently became far more shaky and ployed . 
the scene nore slowly than sho had been doing ~ co much eo that the cenern- 
mon did not realise that che was going to take quite as long as che did to 
cet out of tho chair ond he therefore tilted the caaera up & little too far 
in advence of the action. The last take proved to be nore gutietaatery for — 
tho director and in torns of such technical Soehdenations, and that scene . 


wos wrapped at _j a quarter to seven, 


ghe lest pcene of the day proved to be avkvard in éeias of acheduling, efnea | 
4t was to show ‘Sandra 3" dancing with "Nother! and ‘Joan’ dn the parlour 
pack in 1959 agein (the provious scene had been net in 1971). This reant 
that there would have to ke at Least a twenty~minute break while Mother? 
“was ronaiade-up to be young end healthy again, and pindlarly, ‘Joan' hed to 
be given a different wig ond make-up to be made to appear os a teonogers 
_ The ecene wos to show the three of then dancing to a record, and was 
_ 4ntended to bo ene of the indicatora that ‘Sendra! waa growing up for past 
one of the film. It would also show that the girl was becoming tore 
attroctive ond that che could join in with a piece of impromptu fun Like 
having a dance with her (Sleter, even though she could not actually hear the 
. music. ve real girl kad herself oualnes to ne that she liked dancing 


because she could feel the wibrationsj especially in a Loud disco). ae | 
The scene involved a number of technical problecs. Firstly, the dancing . 
would necessarily extend the area of the room which would be in shot, so . 
in order to light it adequately a large sheet of reflective polystyrene j : 
had to be pinned onto the ceiling fron which the light from two blondes. 
could be bounced down onto the actors. (Tho scene was designated as a ee 
night shoot, so the extorior HMI's could not be ined Js Secondly, the 
girl playing ‘Sendra 3! wes actually taller than ‘Joan’ who was aapponed 
to be some yearn older, co the former was asked to dance without her - 
shoese ‘Thirdly, the record which was being used for the girls to dunce 
to would attract a copyright fee, but more ‘oportently it could cause ne: 
enormous problous of eynchronication. It 4s normal practice to record 
a continuous sound-source cuch as music or Gactduavyonoies on a master ~ 
track, which con then be mixed with dislogue tracks ecrose different cutc: 
in a scene such that the rusic recains continuous even though a socaenay 
“ee made up of many different pieces of film. It is for more difficult to 
ae this, however, if the continuous soundesource has ‘to appear to be - 
cyachronised with the action, as it would if people were dancing toa | 
record, eo some of the takes for this scene were mado without the eeeand ie 


player operating so that.the dialogue tracks could be recorded separately, i 
f pay sight - —— | 
 gsandra's first boyfriend had stopped seeing her after he had slashed her | 
face with the Iitchon knife, and in order to denote thin fact a scene hag _ 


peon added to the script to show the sister telephoning him to find out 
what he was up tos. . oO | 


+ JOAN 
(Qn telephone) 


- Ie that you, Ian%.. It's Joan, Sandra's sisters 
| Now look, what's going on?ees You know what I 
mMeaNeee She waited in all dayeee When?eee You. 
- Could've come by bus, couldn't you?ese. What about 
last Thursday, then? Look, don't give me thate 
She may be deaf put she's not daftes. | 
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| This scene was the first one to bho filmed on this eighth day of the shoote © 


The script had indieated that ‘Joan’ should ving up from a telephone box. © 
 eince being relatively poor the family would not have their own tphono} : 
co the props departuent hed supplied a telphone in a call-box ‘tas! 
: ‘Wothor'a! house. A penuine telentene could not ave been used cince the 

_ BCENO Was set in 1966, and was therefore in oa vresdecladlieation period. 


Theoretically, a redern poat-decinalteation sienean could have been used - 

| providing, that 4s, that the codnbox itcelf did not appear in the shot, | 

| but there wore three reasons why the director wanted to include a shot - 

of 'Joan! inserting her moneye Firatly the sceno would not bo following 

_ on directly from the previous ccene as part of a , smooth narrative since 
the latter would be the imodiate aftermath of the scarring where ‘Sendrat: 
hod been taken to hospitale Tho telophone scene wap therefore coing to. 


: be used an onother connective bridge between tho ‘scarring sequence! and 


Sondrata recovery, ‘69 the director wanted to punctuate the scone itselz - 

: by allowing ‘an eandicnea a Little bit of epace with which to transfer 

. thelr attention from one eituation to another and this space could S60 | 
provided through the action of inserting the coins, Secondly, the action 
itcclf could also serve os a reminder of period, since the money wien 

a ‘Jona vas ‘Enserting wan old pennies, and ‘tthirdly tho fact. thatishe _ 

; yes wos in a talephone box could be bolstered by that actions Cne poall dut — 

= soportant point of doted2 had to be rosexbered as a consequence, however, 

7 ond the director pointed this out to the astrenas ‘Don't forget to put | 

- tho. pennies in first before you dinl' « its the other way ‘round for a 


odors cca 


. aa next ecene és be filmed was sot two years carlior, end kbowdd’ Sandra’ - 

: getting: ready to go out with the first boyfriend, The intcnded connotation 

“ ‘of the pocne wos that: xe was very shortly after the faingrowid meeting elicg 
. F Joan" phows considerable surpriso at "Ien's' car (he had not: cone round to .. 


© the house oer in other verde) end both girls ore excited and Aneat _ 


a ee s 


“t 
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| panicking over ‘Sandra's! make-upe ‘Gondratat doatnesa da also reinforced - 
once nore by the fact that she does not hear "Ian's! car arriving in.the = _ 
etreet-outside, and ‘Joan’ has to tell hor after looking cut of ‘tho windows. 
Luring the filming of this ccene the actress playing Joan? ung inst in fact | 
looking at ‘Ian's! car through tho window for tho cinplo reason that it 

had not at that point arrived on the set. It had been the original plon . 
to shoot this scene as the first one of tho’ day, but on his arrival at | 
the location the director had found that the car which hed been cupplied, 

by the nction vehicles supervisor was unsuitable. It had been the right 
ore (1964 or earlier) but was in a very rough condition and the director . 
reaconed that (a) the car would net have locked co bad thon, and (b) the | 
whole point of having the car was to help delineate the difference between 
"Sendra? and her boyfriend in tems of wealth end family background, bo 
the car should have looked respectable, Furthermore, the car did not 
have a lominated windscreen, which teant that the ordinary -toughoned : — 
Giese would produce blobs in the catera's lino of sight when it. cane to 
doing the Mowkit! travelling chats. Another car therefore had to be + 
found, and to cave time in the crowled schedule the 'Telophone bext 
_peene had been toved up to be the first ecene of tho day whereas it Sed 
originally heen planed es tho lest. This also aecnt that the 'Tolephone 
-* box! scene waa filned in brond doylight inatoad of boing an ovening thot 
as planned in tho ccripte - } | 


whe 'nake-up' scene had becn completed by mid-day, by which tie the ~ 
' yeplacement car had still not arrived so the director dispatched a Recher | 7 
- of the unit to find out: ‘what had happened ‘It ae not really satter : 

a) cout baa leninated vindsereen! he instructed, ‘or tho colour} just a5 
. “long os it's not black'.~ a enatte which drew a lool: of feigned 

4 eeemeusent from the sees) eee reretets 


*. esis 


i‘ by 2015 she: car bare a not t appeared 50, the schedule was ae cogs res 


She 


arranged to allow the unit to film a later scene - that ef nares 82 
standing by her bedroom vindow fron which she would turn away to reveal 

the full extent of her scar after her return from hoopital (this would 
eventually be intercut with the ‘Telephone box' scene). Here the ecript 

had suggested that ‘Sendra! should appear to be waiting to go out, with 

her coat lying ready on the bed, but the patterned dress che was woaring - 
was rather sinilar to the roon's wallpaper such that she ‘appeared to melt 
into the background. The director therefore instructed the netross to. - 


keop her coat on ~ a move which was alco felt to help the actress look 


‘ younpgere » 


The car tie arrived, end was given a false mmber-plate: ne a _ 
modified taxedise Q propos the periods All the car's bright-work was also 
sprayed with a 2 lanolin eerosol to counteract any reflectiona or flares. 

which might have occurred, and the-first takes were nade fron the bedroon _ 
window as ‘Joan's' P.0.V. for the Make-up’ scene. The next few-takes care 
to show ‘Sandra't rushing cut of the house to Join 'Ien* in the car, but 
because of the rescheduling, the actresa had to have all the ‘scar ‘tHesue! 
renaved and be re-made up in continuity with thes Moke -BCeney a ‘process. 


| which further delayed the shooting this day. 


By 3030 the unit wag ready to move back indoors to ek one ee the two | 
 geenes whick had been transferred fron the previous day. The first of ‘ies - 
was set three years on again, and described en interchange betveon ‘Mother? 
end ‘Joon’ where the former's illness would first be mentioned. The scene 
tock place in "Mother's! parlour and would immediately follow sone shots 

of: ‘sandra’ in a matoratty ward, 60 the central action ~ of Mother! fecaing 
| a young baby ~ was intended to eeeeete that the baby was ‘Sandra's'. This _ 
relatively stata ecene took an “‘dnordinately long tine to fila - over. three | 


% ‘hours: ~ which caused a certain amount of exasperation since the dey was 


: eiready running over the schedule. | Sonetines: delays are caused by tha 


. - extrome demarcation which operates on a set; strictly speaking only 2 props | 


383 


nen is supposed to move things about on a set in the seme way that only a 
lighting technician is strictly allowed to alter lightae ‘There are good . 
reasons for this which I refer to above, including considerations of perconal 
insurance ond the historical problen of manning, but given the strictures. 
of tine it does seen faintly ridiculous to have to wait five oe-ten. 

minutes which the avcropriate: person is found to move on iten perhaps. two . 
inchese énother problen ‘which arose was rooted in the fact that the ecript 
had used the original protagonist's real namca throughout, cince false 

names had not been allocated at the tine the ccript was written. The actors 
had therefore learned these namea when they appeared in the dinlogue, and 
often found it difficult to substitute tho eltarmatives while under the 


stress of naling a take. At least three of the takes made for this scene 


had to: be conde: ag a result of this kind of nictake. There are also, nore Aw 


unavoidable difficulties which can cause deloyas hero, for aca the 
main shot of "Mother" included the sound of the baby crying on her sisisaie 
track, so for the reverse shot (which vould actually. ckay the baby) the 

- baby. would hava to be ctil1 crying for continuity. . Hone of the roversea | 
were felt to have worked, however, since the baby had fallen enleep, and - 
on removing its dummy the baby cioply started to cry too muche Such’ are 
the ee of working with apres: 


The Seon of the two scenes transferred tron the pivicds day, and the . 


last to be shot this day, was agede ‘set in the, parlour, but this timo it : 


was supposed to be nightetime and two years carlier. - ane action involved | on 


Sondra coming hone drunk vith 'Phil' who was the first of the rather 
| rougher gen whe the ‘girl hod taken up with after Ian‘ had left the pee 
The director wanted the scene to indicate a change in t 
fontoviss her scarriags. and eubsequent absndonnent by her first love, but 

‘ he. BLoo Wanted a6 “to illustrate tho girl's Sonmunicative probless, since e 
phe was to bo discovered with this man by - ‘Nother’ who then flies into a 


ay ge 
| rage 08 Sandra" trieq to exploin what had paereneae ‘Binoesths girl cannot! 


; af 


Sandra's! personality a 
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put her point of view DCross, she finally loses her teaper and rushes 

"out with the man into the night, kicking in the front of the radiogrea 
on tha waye 


The actor playing 'Fhil' vas the only nenber of the cast who had — a 
‘extonsive iiierionce of feature films in which he had quite often been 


either a schening criminal or a nilitary man. He had particularly 


‘wanted thin part, however, becouse *Phil’ was just and ordinary, backatrect’ | 


thug and tha aster hod felt that this would give hin the opportunity to 
try a for more naturalistic character. In order to prepare for this he . 
hed spent all of the previous night and a good deal of the ‘early normding ee 
in a selection of tho ecediest pubs and clubs in Bradford, developing the” 


character of an uncaring, violent layebout which he intended to put into 
practice in thi GCENCe 


The aain problem for the director was Pe contain end control the ccene, . 
however, since he did not went to meke 4t too violent 4n the context of 
the rest of the film. Throughout the making of this scene then, the - 
director's concern was to hold tho natural eenucn of the action within 
pounds while at the same time allowing it to be generated in the first 
places: . 7 | | 


The lighting was quite different for thie Pere At the heseaeg of 
the action the couple: were to-enterthe room from the yord in darkness, 
a toturned from the pub in a seai-drunkon state, Some exterior Light 
was nevertheless required so that tho audience vould be able to see that 
' they had cowe into a room, and the two MiI's had been positioned outside 
for this purpose. One of thea was set up to chine through the window, 
| and the other's light had boon Bue (6 Bete Stew horizontal ticsue-frone- 
" placed abobe the cutiido of tho door cuch that when it vas opened a diffuced . = 
_ . Light would’ fall into the room itself, Both lights had been heavily boxed, 
(Leo. tics ipapnasoess or moveable flaps around tho edge of the light had ; 


vo _ been Closed up to reduce the power of the light) ond the overall effect 
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was intended to be that of an exterior saesetiecs "It doesn't really . 

- matter what sort of a light it is' the cameraman explained, (It's just 
"a light" outside somevhere.* When Mother cones downstairs to find 
the couple kissing and cuddling, she would put the interior light on, 
so to cope with that tho practical centre light in the room wes given 
en uprated photoflood bulb. No other interior lights could easily bo 

used since the action vould be relatively unpredicteble, ond the camera 
handeheld, so the whole sceno vould have to be shot with the ‘apperture 
wide opene Having scen a couple of rehearsals, the Sound recordist also’ 

decided that a nunber of changes would need to be made to hin normal | 
asus of working, and ingteca of using the conetines unwieldy bocn | 

‘pike, he decided to use a directional Sennheisser instead = placing a ; 


10¢c5 pad over the buciness end to counteract tho volume of the actorts — 
- shoutinge | 


Before the first rehearsal the flcor manager shoocd aay the children he 
vere permanently gathered outside the house both to neko sure that they 
didn't make a noise during « take and to Save Rta tron witnessing ‘the | 

| rather explicit argument which would ENGUO® The crew thencelves, vere. 
much more interested in thic scene than they had been in sone of tho a 
- others, and the general atmosphere was electric end charged with a pie 
deal of fun and anticipation. Even though the burden of responsibility 
“was equarely upon the diveotorls shoulders to ensure that the actors! 
novenents were credible, tho first rehearcal sparked off a fit of gigcles 
_ ag the couple lurched through the door and proceeded “2 grope each other — . 
to the accompaniment of much grunting and groaning. “The action . e a 
nevertheless had to be believable, and given the linited light the. 
audience also had to be eble to. zeee what wes. happening fy co the diroctor A 
suggested that the couple stand ‘plightly separated in front of the window 
such that thoy were not huddled togethor in on industinutshoble masse . 
-° want to intrigue tho audience visuslly' he explained, 'co that the 
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realisation that the two of then are acting sexually is the audience's — 
realisation rather than mine.’ 


That sektion of the scene where ‘Mother’ enters, switches on the light 
end tries to throw 'Fhil' out was rehearsed next end got completely out | 
of hand. It was very difficult to tell where - or if ~ the actors hod 
. stopped acting ona were simply being carried along by the tension of the 
| action. The actress Pleying ‘Sendra’ was asked if eas alright, and 
said ‘Of course.I em - In keting’, but 'FPhil' volunteered 'Christ, 1 
really wanted to satis one on her. then.’ There were certainly a number of 
exchanged glances emong the crew nobers too, with a nunber of tension= - 
releasing coments like ‘It's never like ‘this on tho Muppets.’ It ought 
to be said that one of the nctors had caused a considerable fracas nt the 
hotel the night eters of which most of the crew and the other actors vere, 
aware, 60 come of the tension, and the reaction’ to that tension, may have 
been a direct result of thin. The fact nevertheless renained that the 
scene was in danger of generating more enger thoniit: or its context —- 
varranted, 50 the director worked hard to bring this downs He petietne 


that the angor should be conerated fron 'Sandra's' frustration at not 


being able to exploin the situation to ‘Mother! rather than being generated 

from the nere appearance of ‘Mother’ tn the oor; .ond both tho camereman 

‘ and the director agreed that the loss of control had haprened far too 
quickly - without, that is, ecufficient motivation. 


In the general confusion of the action ‘Sandra’ had also found it axkward 
grid unnatural to kick the front of the radiogron in properly, and the- 
director advised her to. lunge for it iz she felt. Bhat she could, but not | 
_ do co if it felt + wrong given ker position at any one point. Kicking in 
the radiogram's speaker had been intended as a symbolic aeatuie (since 
‘Sandra! couldn't hear records being paved, 5O the peuneres WES 8 


“eq of sonething which "Nother? had- which -' Eondra! did net) bus to 


| aagiude that action at the expense of noking it leok unnatural was 
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considered to be wrong. - 3 
The cameraman iets two points which vere broadly accepted by the | 
director, firstly that the shot in the comparative darkness before . 
tHother! makes her: entrance should be held for a longer period of tine - 
‘To make it nore erotic and to give tho audience time to realise eit ts ; 
happening’ = and secondly that in the finishing shot of the couple rushing. . 
out the door, "Mother! should also rush towards the door, but not out of 

it. If ‘Mother! followed the other two out through the door the finishing 
| shot would just be of the door itself, and this would predetermine the 
Tenatncue time for which that shot could be held before cutting to the . 


next scene since the vicual interest of the shot (‘Mother’) would have 
been diminished. 


After the scccrd rehearsal the cameronan informed the director that it 
Looked ane Lendon Zoo! through the viewfinder because of the combination . 
of using a tight lens bam film too much action in an enclosed BpACey 60 
the director cuggested that the actors should reduce their novenents 
still further. ‘Let the lack of communication build the situation up 
more gradually’ he instructed, 'The important thing is the Lack of Cee 


communication. '. 


By 9 ya the unit was ready for a take and the first one was played: at’ 


a more restricted tempo, although Nother! followed the couple out of 


the door at the ende Sho argued that it was unnatural for her not to. 


- do 60, even though che only had a nightio and dressingegown on, coin 
a later take the director asked her to begin to go outside and then turn 
. and come back in again which would make the action nore continuous and 
natural-looking without proaturely ‘freezing the scene's Mine taken were 
pade in all, about five of which wore considered to be useable, but 
‘the-director wanted this cany versions to that he had a wide choice when 
> dt come to the editing = given that he night have to artificially. reduce 


' the scene's teapos Cno take had to be scrapped because a hair had become. 


lodged dn the camera's gato, ond oll nine vero played through in the - 
comparatively short tine of forty-five minutes since it had started to ? 
rain outaide, if the exterior lighta had become wet there was a very 
real danger of their bulbs exploding. 
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Day’ Hine 


After ie pre dava of te at ‘Toane ono ‘of the studio ataff had : 
decided that puny involved the nost crowded cchedule’ that ho haa ever : 
Jeniowny end one of the. sreclante people had said that the tako-rato wap 

the highest ‘which he bad experienced in ten years of filming. Bearing 

in ind ‘the fact that any Group ‘of people working closely torother on a. 

single project have to pend both time and material in discovering ‘cach 

other's working nothods and practices, and not’ forcetting the particular 
probleas of vorking with very young deat children on seca tons come of the 
. date from the firat six days" ‘work are revealinge 


aftor nearly ¢ a quarter of tho shooting schedule had ee used Upe fuankye - 
cix rain scenes had been shit, of which eight were eubsoquently to be 
rojacted altogether = nostly because of the problems with the youngest . 
| deaf child and me y need to dese tine during the oditings ‘The total cut - 
dength of the scenes which were eventually used ‘amounted. ~to, just over ; 
thirtoon minutes, and thia raterial had ‘been cut fron eix-and~n-half boura a 
of file vhich had been chot in these firot bix dayse The overall wastage = | 
fer this period was, thus about, 7011 coupared with 1811 for ‘the holo filn. ae 
fHinoty-cight aitforent elatec, or ‘changes in the camera's position, had 7 
been’ eaployod with about four hundred pirate ‘tahkeu being nade in all 
whieh gives a toke-rate of ie for cach olate, and about 4531 for each © ae 
. ECENO, and ‘froa the nixty-odd hours which had been sport on ‘location at 


this point just under ‘two ninutes a day of tho filn shot was to be 
used in the final Product, 


re ghe hundred-arit-ona takes which had boon made oa tio firnt day were, _ 

. however's nore ‘than double the number made on ‘the sixth,’ and the toke-rate ee > 

for. those daya vhere the youngeat deat child was being used waa oixty eee 
higher than for the other days In fa as the shoot progressed, both in a 


Re 
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terns of its schedule and in terns of ‘Candra'a! neeeneine age, it. 
“bocano nora ' efficient’. Just under thirty percent of the total fin. 
ekocte had been used up in the first cix days, which accounted for oor 
just over twonty percent of tho’ shooting cchedule and yielded only 
‘ pixteon percent of the final fitne | 


Perhaps og a result of the crowed schledule and the Jong ‘hours which — | 

were boing worked, soue of the crew were a little late in arriving for . 

. the start of the ninth day, and after having nade the necessary preparations, 
tho first take of the day vas not taken until after clevon o'clocl. | ‘The - 
‘yhole’ day! chooting had been scheduled to take place in'and around the 
a ‘gubstantial detached house! = as the seript put it = which vas “*Sandra'st - 
first boyfriend's homee Tho house itself had been hired for the day in 

a he rathor oer district ‘of Bradford known ap Nab Vood and had been 
acliberately chosen to ba ain direct contrast to the cobbled. backstreet | 

wintch had provided the leeation for 'Candra's! own zoUe - 


The first chots. of the day were to hee "Ton! peaac hone ‘in his car. 
having picked up "Sandrat chortly after their first ‘Reeting at tho fairy 

end thin was the firct tine that the "Mo-kitt had been usede - ‘Thin comera~ 

mount hod Deen pecially hirod for tho day and enabled’ the canern ‘to bo. 
mounted on the drivor's door so that the occupants could be fined whilst - 

, deriving along. The canera itsolt hod been equipped with o tight “oa lens 

co that "Zan' would be in the immediate foreground and ‘"fandra’ in the 
backpround sitting next to hin, with the Bounaerocor eset hidden behing 

; thea on the back Beate Since there wag no root for the eaneranan in the | 
car, he thon: sot tho canora going before each of the two takes and 


had. his accintant ane = of cone. bushes at the cols of the take to) turn 
the camera off again. 


“Severs necocinted Sate were then taken of the car pulling u up: in ee 
“Ortveg shoving the couple getting out: of the car and neoting "Ian's father! | | 


PLATE - 1 ) 


Tan's House - the 'Middle-class' residence. 
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in the front ealenss The intention throughout these shots was: to. 
speinticee tho differences between 'Zandra’ ond "Ian! ~ he wag “een aniiae 
baa off then her, with either his own car or at least having the uss 
of one of hic fanily's cars, Not only was "Ian's! car the only one 15 
the otreot vhen he pictiod 'Condrat up at her houses but on thoir roturn — 
to his hone the connotation io ‘that his fanlly hod toy for a largo 
vor JaLitre was also parliod in the drive. The house itself Wan, of COUPES, 
vanly more ‘expensive and grandiose than ‘\condrat ot backeto-back, and bad — | 
‘a parden os opposed to ‘Condra' ct ‘Little back yard. Furthersars, "Tan's! | 
‘father was ‘representative ofa ‘ptable, reepectable fanily ‘Life OB compared. 
46 ‘Weandra' a! background | (the audionce would already have seen ‘mother 
- tolling the "social ‘yorkar’ that her husband bad "buggored off. ‘yoara ago" Qe. i 
An extra ploce of dinlogue. had ee beon civen, ‘to "Ian's father where he & | 
invites the couple to ‘tea at’ a friond's house which connotes a Miolty ° 
ays different set of cocial ‘relationships, and this dialogue also enabled: tho ce 
"director to insert thé oxtra pleco’ of information that’ ‘Candrat did not: 
“ite ‘aecociating with groups of ‘peaple | = che demurs fron the. Anvitation 
ar pecause there would be ‘too nany people! froa which tho eaahatation 


_could be apeen that 8 four! it aifficult to coomunicate ina group 
cituation. . . 


| For yoasons ‘of ‘period, all the sedi cars had bod to be renoved roe the 
tract, ond even 2 passing policcaan ina panda car tind to be politely 
 geked to move; eoveral modern television aerials on the surrounding - 
; houses had, however, to be loft.in situ becouse thore simply vas not bike 
to, renove thea. The Rover car which had been. supplicd by the action 
_ vehicles, Ciseeriooy had originally been parked with its back to the | 
- comora, but was turned around bacatise the rear bumper was niscing, and 


this would havo devalued tho carta a asa iia iia of Meee end 


“property ° 
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ea of the day's shooting was to be talen up with the ‘senrring' ECONCy. 
uhere "Sandra’ is ‘alached ncrozo the face by her boyfriend. Sinco this . 
vag to be a night BCCNOy the props and Lighting departments had pinned 
Lipht-ticht black naterial ever the windows of the house's kitchen where 

; the econe was to be filned,. and had taped the seven . Livercscont tubea 
to the coiling such that the floor arca we be conplotely clear for tho 
action. The ‘ccens was to follow Q@ sequence in. which the boyfriend had 

been playing with his croup at a club ~ a croup which included his 

| brother as drumner ~ and both boys were to arrive hone drunk vith ‘gandrat 

_in toe While she was rolaing gone. coffee in the kitchens ‘tho younger . 
brother vould then cone in Bnd playfully start to kiss and cuddlo- the. 
“pirls indteating in the dinlorue’ that "Ian! vas upstaira being aici. 

“8Ynn? vould then otagser Anto the kitchen to ‘discover tho other tuo 

” rather innocently engaged in the cuddlo, and this then precipitates his 
: angery which then rapidly gots out of control an tho boyfriend rics up a 

Icitehen Inife, stabs hin brother ond. Anadvorteathy claches 'Sandrat. | 
4 Aa this is rather adsforont ‘fren tho neript, ‘whore. ‘the younger brother 

oe is. dereribed as ‘boing more, forceful tovards the girl, ». m ‘who then ‘tries to | 
- fend hin off, puch that "Inn! at eabsequent action is more, protective 
tovasda the  CArl. oon opect tically Aggressive, paera hia brother: 


: SANDRA. fees to. the eepboasd and takes ‘out a packet. 
_. Of sugar. YOUNGER DROTHER walks towards her, 
’ Keeping out of her Line of visions The kettle begins 
« . to boil... SAIDR. sens the steam. Cho walks to the. 
“kettle. YOUNGIR URCTHER advancese SANDRA sees hin; 
she gaspo, startlod. YOUNOER BROTHER grabs her, ; 
pulling at her ekirt.. CAIDRA tries to push hin mmy. 


Ue forces her back. against a cupboard.’ His hands reach 
..for hor breants. ; 


In “tho: fn itcolf, the connotation wos intended. ‘to be that tho younger , 
_peother's action vith seesern had simply catalysed saat a) ‘reaction since 
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diss vas already @ pood deal of tension betucen the two brothers. 

The ferocity of tho attack could therefore be perhaps a little more 

credible insofar as the audicnco would be referred back to earlier deenee . 
‘ouch: as: ‘Tan's! loss of texper during ihe reheareal® ecenee Ac the 

actress had pointed aut, stabbing one's brother, disfiguring one's cirl~— 
“friend and olashing one's own wrists is hardly a nornal thing for a young 

man to do, co core nort of explanation for such behaviour had to be wis 
given beyond the action itcolf. Norcover, as a reconstruction, the filz ~ 
was constrained to deal vith these pivotal events since they had’ actually 
harpened, even ‘though as a drana they may have sconed unlikely. ‘The 

people fron whom the house had been hired actually know tho original eaee 
eaehoencl: and could vouch tee at. Least sone of the events which had occurred ,. 
but that did not help an nutiencoy 50 the director was cvacerned to 


provide elues and cues to the boyfriend's charactor bofore he described 
_ the earring iteolt. | . 


pulsing the scene eaves to be’ quite. difficult given tho restricted oize of 
' the kitchen itcolf. Only the director, caneranan, focus-puller and 
4 coundman, were involved for the greater. party with the director epending - 
‘post. of the tine aitting in the pink to kesp.out of the, way of the notions 
“he action itcolf was f11med with a hand-held camera, with each nove | 
paving been worked: out in ndvance we tho original: brother hady for pt eee: 
‘peen stabbes in the back and had received a punctured lung, so the director | 
panted, the actor to indicate thio by falling backwards while holding his - 
pand ‘against the appropriate poaition for cuch a wound (even though it 
vould | probably have been nore natural for the boy. to defond his face).. 
gindlarly, the slash towards tcondralo! face had to. be precisely aimedy 
pince the position of the sear had already been catabliched in scenes 
Jaa had been Previously fined. a3 
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The scene was socemai diol an n eishtocn takes for five different anton, 
ell but one of which were chot with the Aaton camera. ‘The remaining slate 
iia cnet with a variable: speed Eclair, this being the close-up of "Sandra! - 
actually receiving the slash. 7 ‘The Eclair was used 50 OE, the action 

could bo slowed, down for “Ian! to accurately bring the knife across the 
actress's face as the gpacian effects supervisor pumped theatrical blood 
down a tube and out onto her chee! ¢ through the ‘pecially ad ad od knife. 
In tho fils itself this chot would then bo run, aot normal cpecd to give 


the effect.of a fast clash since the’ whole. action only used up. eighteen . 
E frames. of fila (Lec. less than a second). 


. several ‘aitticulties had arisen during and asa eoade of this ecene; : 
7 firstly, the theatrical. blood being used had a tendency to. ary out TathS 
quickly, eo there were a muxber, of chort delays. as various wounds were - 
refurbished. Secondly, the nunber of ratol: ea which Anclided ‘Ian! g' . 
prother "in hot had eon Linktod because: no repeat juzp mpers had’ been’ 
provided for. hin, which risant that once Mblood! had boen eppiied. to his 
juaper no further takes could be made of the actor for those: sections of : 
‘the econe which were supposed to have occurred before he’ received his. 
z vound. Thirdly, this scene and the wholo eayta schedule had gradually Sen. 
put back as a result of the Inte start such that at had 4 completed by 
/ coven otclock in the evening. ‘The original agreement with: the. ‘house's ‘ovnera | 
had indicated that the unit would be finished by six, and since the ownor ° 
ronted to rot. out had unit had ‘to leave too, and this in turn meant that 
‘an odditional scene, in the hallway (in which "Tonto! dd cappenrance wpatairs 
to the bathroom would have boon established) had to. be oe aa 


+ 


oe a | 
xt had been planned to fin in throo different locations this aayg all 2 three : 


e, ‘of which would have provided the setting for scenes with. "Ion! and 'Sondrnr 
in which their Pelationchty prior ta the scarring would havo boon 2 sioitioa, ‘ 
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the frat of these vas to ‘aid been cet in the fashion-vear department. 
of a ‘mart niddle-class store’, where "Ian" vas to have been shown 
buying a.coat for 'Sandra’, thus further reinforcing his affection for | 

her, his comparative voalth ond her delight in his company. The vhole 
ceene was nover filmed, however, since tho director was becoming 
“increasingly aware of the need to cut dom the Likely langth of the 

“film and the nocd to cut dom the anomt of material vhich he wac trying 
- to got through in ‘the choot itcelf. The scene was also onc. vhich could 

bo cafely. deleted since it vould have been part of a cequence of 
| disconnected chots, or chote vhich did not have to directly pieces: 
co the pare message could theoretically be put across with less ccunoss 
The queation of film-stock had olsd arisen the day before since thea _ 
editor had paid a vinit, to Bradford to discuss the ruched, and had aloo” 
pointed out that after a quarter of the choot had gone by more than hate 
the allocated stock had been uscd up. The editor was of the opinion _ 
that a good many nore scenes ‘would have to be lost as a direct reoult . 

of this, and that the overall take-rate vould cortainly have to be . 
drastically reduced. — Tlie director, on the othor hand, ‘argued: that tha af oy 4 
| £ilm-stock allocation vas the Least of his problems, ‘and that: tha 

- charge that he used tokea ag rehearsals was unfoundede ‘Wesides," he 
argued, At would be foolich not to get it right at the tine and then 
have: to cone back again after the rushes, which, with tho nize of tho 7 
Cres “would be prohibitively cxponaive.! a 


: This particular ccens. was: nevertheless aes ‘und ‘the whole aay was thon : 
devoted to shooting tuo ‘different ocenes involving 'Ian' ond his pop | 
groupe Orig a tho fret, of these was intended a5 a ‘full-blown 
"performance by the eroup in’ front of a elubful of. dancing couplesy but . 
the ‘director had Senn ttea the scene a5 a8 rehearsal and for two reagan, 
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Firstly, he did diet want to go straight into a full-scale porfermance dn 

| which (Ian' would have been shown as an eotabliched pop-cinger since 7 

'I don't vant hin to Lleol: too creat; his interest in the girl has to _ . 

seen possible." recondhyy ‘Ian's temper and his streak of ageression  — 

* neoded to ba denonstrated in ordor to give an audience sone explanation | 

for his behaviour din’ the ‘ecarring' scene. A rehearsal scene could 

thus devalue. the apparent ‘Glanour and accouplichnoat of an ensuing © 

. public perfornanco by tho Pop group, and core bad~teapored dintogue 


botween "Ian! and his brother could provide a clue’ to 'Iontc! darker — 
: cide. 


- The director had found a cattable hall which could be used as a iy rehearsal 
room sone distance fron tho centre of the city, but como of the flect 
- of minibuses. snd private caro ee ‘variously Yost on. tho way’ thora fren 
tho hotel, oo not all of tha uit arrived on tines “hen the director. 
arrived ho: decovorod that the area of the hall around the ena. ptage 
“which he had intended to ‘uso had ‘beon pevadpapored since his lant 

: vicity and the decoration was of a distinctly modern Kinde “fince the F 
" peene wan cat at abbat 1966, the chooting plan had to be ‘yapidly | 
roorgpniced ‘Gnd it was decided to have "Ian's! croup Practising in the | 
bedy of the hall instead of ¢ on the stage. Unfortunately for tho’ pound 
ereity thoy had already sot up their ‘equipment in ‘accordance with tne | 
original plan, so so a further ‘delay Was introduced ‘ ao they reset. all . 
their equipnent to face ‘in the orpostte direction. 


Urually a cound, recordist can , travel very Ligntry ~ for moat purpoces: 
he cloply neods a ‘tapo-recorder and a colection of microphones: = but 
. for zecerots a complicated source such asia pop group a- lot nore 
equipment is required nnd this is why there vas & certain’ pmount. of. 


crumbling at ee to ‘Poorgnnies everythings For this scene and for 
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the afternoon's recording of a full-scale performance, the cound 
ddpartnent had hired an extra Hause recorder, a nixor, several extra — 
mikes and a playbaci: tmyotes. Tho pop froup itself was a cenuine ocal 
band nade up of three young musicians {one of thon also played ‘Ian's! 
brother) plus the actor playing 'Inn!, ond oll their real onplification 
equipnent had been gathered out ef shot around the coundran's nicrophones 
with non-functioning period ACZO amplifiers actually in shot. Each of 
the musician's vocals mikes were also dumys, but tiny olectrot~ | 

| condonser nicroghones had been attached out of oicht to their ctands co 
2 ‘that the. sound recordist could mix the vocals with the inctrunonts _ 


a Andependentlyy | 


re 
we 


‘since ‘the scene was a unscripted the director ‘carefully explained ne tho 
- geters his intentions. | “tho ntnozphore kad to bo generally casual, anes 
this was only a rehearsal, Go one of tha croup was acked to face avay 


7 fron camera ond several. odd tables and chairs wore moved. inta shot to 


“eephacice | tho fact that they were not performing in front of an audiences, 


| einilarly, another necber of the Group was anked. to perch on the odge of pee 


a table, aud several classes’ of beer vere placed around the tables - 
£0010 of which’ the boys wore encouraced: to drink in the. hope that thoy” 
would becone more relaxed. Ta miin points had to be nade with this a . 

" geoney firstly "Sandrat a! affection for’ "Ian needed to bo ‘reinforecd, a 

"60 the actress wos instructed to eit at a table in the foreground | 

"ooking proudly towards hing’ Besoai'y, 'Ian' pt aggressive streak needed 
"te be {Ulustrated,, but ‘without mailing it ook aa df-it has all beon 

specially ‘taged hoes ua! ‘ag ‘tho director pointed -oute The younger a 
‘prother | was therefora meee to tnecidentally" mess eens drumplaying a 
in ‘the niddlo of a BOD, uhich would then procipitate "Tan'o! ‘anger. 


- vhich ho vould signify Hou sone Axprocptu dialogues a 


wJsO 


TAY 
What're: you playing at? . 
--YouNGm ROTHER 


You're pingin’. like an ‘areas. vo my: as 
- well pack at Ue 


Tht 


Listen you} (Shouts): Get some drinks in . 
” Sandrae. “fandral Got cond sece. ; 


(YOUNGER BROTHER starts playing tho 
' drums apain, CANDRA looks quis sically . 
tovards him) . . 
_ YOUNGER RONEN 7 
| ch, he's mad: oeane ; 
, TAN oa 
7 Listen yout (chouta again) Pina off il eve ‘otc. . 


(They turn back. to camera and continuo 
_ Blaysnn? 


‘Seven esicoa 4 vere: eats for tho nain ae the two major technical ore 3 
ifs being: the froning for the canera and the balancing of all the instrunents - 
| E for the sound departnont. ‘Sandra’ had eventually been moved behind 
‘Tan! inotead of being’ in the inmodiate forecround, but the: framing Was . 
. ptiil difficult since "Ion! was ‘standing whereas most of the othore were» 
* gither sitting down or far enourh auay for then to ba in the middle of 
the frame - “Ion! Was therefore acked to remove his choes ond to stoop © 
’ gown a Little co that ho would fit in the frome in relation . to the others, | 
“ghis alco meant that he could nat ‘move towards the camera at all, so on 
those occasions where he did the takes had to be scrappede The sound © 
gopartaent!s rain problen was that which most recording studios face; 
: the problea of copying with the uncontrollable volume of a drumqscte - 
pyen- ‘though the sound recordist could tura down the. cain for the dru! s 


a a aa a i i aa 
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“nike through his mixer, all the other migrophones tended to pick up’ 

the drums in addition to their own particular rource, so the drummer - 
eG acked to’ play as quictly as ho could, which was still louder than 

tho sound recordist would have liked. The other problen with which 

tho cound departuent had to cope, was sinilar to that encountered iv tha 

in the dancing’ sceno filmed earlier; that of synchronizing a 

continuous nusic track with. the visual cource of that music. ‘This is 

why a playback or "foldback! systen had been organiced, such that the 


group could mine to a raster. track of. thonselves into which the cutavayn 
F conte be- inserted without dosing the music contianltys, a 


_ The linitations of tine had ae meant’ that this eeene had to- ‘bo | 
puisriod along, ‘gdinee the hall had only been booked until 1 Pelle, and. 
~ despite ‘distraction ouch ap birds flying into ‘the hall - the scone Wan” 
wrapped just a fow minutes after one o'clock. | The crew then took a 


aude lunch break before sotting up in another location at 2 Pele 


| mia ocation was ‘the ee club roori of a big eauuvbae Puy, oa vas ‘to - 
be the setting for a public engagenent for tho pop croup: fron which 
‘Tan's "Saadrat and ‘the youncer brother returm prior to the ' ctarring? 
BCeNCes "The director had already arranged for a nunber. of youngsters ta: 
core nlong to make up tho audience and dancing couples, having found . - 
these. people through the group tool and a number. of, visite to other, 
. clubs in the area, The wardrobe departaent checked oll the people's 
clothes co that they would be more or less correct for. period (no Pun: 
F rockers, in other words) and the group itcelf had. been given sone | 
collarless jackets eintlar to those which the Beatles wore in the ee 
; sixties. The club room itself was basically used no found, but the | 
; . special effects supervinor had brought ‘along a piant deo=gun to PFOVide 
2 a cuokoy’ paatetarss: end the props ten had dressed tho erage with Bong 
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chrome-plated pee matordnl to enhance the effect of a professional 7 


ctage performances | 


this scene involved o pabtiowesiy couplicated lighting coteup, since 
- savers coloured opotsy big fresnel spotlights and - Eil's ver: used oe 
addition to the aller blondes and redheada in order to make the Toon 
look like a; proper club, ond the use of, all these lights caused 
considerable ditticultios with the mains cupply. Sinilarly, tho pound. 
departnent WAB uaing all the equipaent which had heen used tor the : 
‘rehearsal! teen "50 the. technical poe for the scene took noarly 
throo ‘House to get readye _ 


ein first abd were cans at. about fivo’ ot clock, vith the sound= . 
; recordist trying to exclude tlio cubient noise’ fron his Beyer ienaphidee © 
nonitor by wrapping a nearf over his head (he was then referred to as: - 
*Old Nother Hubbard! for ‘the rest of the day). ae canera had boon sot 4 
“up towards the back of the room on a very hich tripdd, looking across 
the hoada of the dancer's towards ‘tho (stage, and come of the members of 


2s the crew atarted dancing with the audience to generate as ) much novenent 


and oxcitenent as. Bobet bee ‘The director was worried about losing this | 
atuosphero by making too many repeat takes, and instructed the group to : 
'Givo it hell; you've Seca playing all nicht don't forgot" “$s Several, . : 
aufforent shots were taken from various positions in tho roomy with the ae 
- camera being hand-held. for: some of the tine to enhance the action. 
cutavays were alco made of ee of “Ion! ond ‘Sondra! to show. hor 
" panding hin a boer and to give the nudience a ‘elose-up of ‘her sitting 


alone, vatehing her boyfriend with. a nixture of Bride, affection aad, a- 
hint of. comality. 


Gwelve takes vere nade in all before the preenires of tine once again — 
= caught up with the director. A rather ugly scene had developed between | 
. one, neaber of the uit and a Indy who had booked the club-room for seven 


S aaaa stoic | 
2 Hy 
“ 


ofclocty so the proceedings had to be vound up up very quickly. In facty 
. the ‘last take was finiched at ante past seven ond oll the lights, 


| recording equipment and props were renoved in the record tinc of ten - 
23 ninutec. 


Day sleven: — : Bek 

The whole of this day yas once again sneak "Tanta house, partially . 
to fin those scenes vhich had been ninsed bofore, and partially to shoot 
cone chronologieally,carlier ecenes vhato the couple were hauee beginning | 

to get to ‘know one anothers The firct cceno of the day was consequently. 

a follow-on fron the ono filmed tuo days previously where tho couple had 
just not ‘Ian's! father in the. garden, and chowed then coning into the 

a ballvay and going upstairs to "Ian's! room. ‘The actress vas told Oo a.P 
lool inprecced ‘at the: Ausalthy) surroundings whioh "Ton!. vas enthusiastically” 
chowing her, and he was anh ed to project & sense of pride and anticipation 

“Eaixed vith a certain “‘flipness! as ho chowed the girl into: various: 

rooms in the house. Since this was a "pickeup' of a, previously chot - 
sequence, one of the main concerns WAG that of continuity = both actora! | 
wardrobe and nal: e=up had to be eactay the pare as beforo,. an did ‘the 


exposure reading for the cazera's apporture ond any rt of the location 


oo vhich would 5 aoe in both chota. 


The noxt Béeno to ee aise ailso continued the action of the oats 

fs ‘coning into the howisey but ‘this-tine they had arrived in (Tan! ot otros, 
and hero his brother. would be introduced for the first tines The Poem 
: : closely followed the deceription given in the ceripts a 


ae TAN'S HOUSE 


3: PLAYROGH. DAY (1964) 


- A large room at tho top of the houses The walls are covered” 
with photographs of the Beatles. Anplifying . equipaont, drunr - 
and a guitar are stew acroes the floor. -. 

TAN and SANDRA ventere! — picks un the saitnrs 
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3 ‘Son'o' musical aspirations could bo connoted in preparation. for the. ane: 
‘rohearsal' scene, and then in tho ensuing dinlogue the seeds of | . 
agerescion could be planted throuch his interchange with his younger | 
teothers an interchange which at the tine could sinply be understood . 
ap norm banter between two ‘brothers. The dinloguoy however, had been 
subtly altered from ‘the original script in order to provide another 
little elue to the boyfricnd's characters ‘Ian! had been chowing off his 
prowess on the drums to Sandra vhon his brother enters the room, followed - 
by the euccoeding dialogues 
Oririnal dinlorus - oe, Binal dinloruo: 


‘IAN 45 playing the druas, YOUNGER BROTIER entero:) 


YOUNGER BROT | “YOUNGER Brom © | 
Pack it up, Ianto | _ Get off those arunst “> 
Piss off. pee" i offs 
“ youuger prom: = | “BIDRA | | 
‘They're ny bloody’ drunsy . (Speech sounds racine ag thio 
not yours! : ds Ian's brother) | sae 


(YOUNGER ERODIER ted torn tha | YOUKER ROMER eer 


drum-sticks, but IAN ceizes hin by - teens 
the orn, twisting his wrist behind. ~-“nat's wrong with hor con 
his backe YOUNGER BROTIE® yells » 
TAN | , | Vat do you = vhat's urong 
with her? ees Piss off ee, 


This in Sandra, you Uitte eas . “ne on, piss off. 
_ £ay hello nicolys *. 


“(aN cote hold of GANDA, thoy 


= * YOUNGER TROMIER (wincing) ielocy YOUNGER BROTHER exita.) 


Hlo. Ow’s 

3 (TAN releases YOUNGER mom, uho 
otuzbleo back apinst the wall. 

_ TAU grins at SANDRA, ~ ’ 


“TAN 


> Coming to see us play thea? 
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In the original dialogue, then, the interchange botwoon, Tan! and 


hig brother is much nore of a denonstration of the former's Sia 


' for "Condrato! benefit, vhoroas in the final version the audience has 
- the. option of malcing the, connotation that *Ian! has : a paptaanea: 


consitivity of his association with a handicapped cirl. The brother's 


 ddontification of the handicap, or at least his reference ee At, could ; 


then be .used as aviicnts for "Ian's. ‘subsequent, and athervine 


: Snosplicable violence touands aaa in which. ‘cantra’ herself becones., . 
entangled. 


‘tno noxt scone to bo chot could have boo aod ofther’ a5 a aivedt ef 
| “follow on fron the Previously shat ccond, or as a signifier of ‘sandra! 
ond "Tan's". potential; it not’ actual, ‘sexual involvenient. in fact it was 
usod right at the ond. of part. one of the filn, and shows, the couple in 


on intinate eubrace on hig bede. 


original, the scene which would ‘finich part ono had been planned np. 


an exterior one, chowing the couple having just Bits deve eae. on a: 


: denerted stretch of moorland near Bradford. Both the: conerazan and 
. the director had been out to look at various Likely locations, but - 


neither had. ‘been particularly happy about tho idea, plus it meant . 


-usdng on aaa location in an alrosdy crowded schedule, Fae) "Scene oh. 


Exte Noorland. Daye (4965)! wan nover chote Sinflarly, ‘the director — 


had tried an experinent during this ninth shooting day with an alternative 


: version of the scene rot this tino in ‘Tonto! greenhouse, but again it 


was. folt not to hava work cd. too.well because of tho possible distraction : 


of tho location itself, end tine was pressing on to coaplete other . 


peenes at tho house (it had only been hired. eatdl the end of this day, 


ata cost, incidentally of £150, co the omportinity to cone back for | — 


 gurther plekoupa was ees 
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Three further ccones or nections of scones had to be filmed at this 
location. The first of these was a pick-up of "Ian's' father's a ; 

dinlogue as the couple’ arrive fron 'Candra'st house - where ho invites 

the couple to a friend's house for toa. The gecond and third scenes . 

were extra sections of the pequonce where the couple- and tyounger © 

brother’ return hone drun: sony: from the club before the "scurring? ECONO. 
‘Poth of these were nicht ccenes, and wore therefore filmed during the _ 
evening, and both were intended te be continuity bridges between the 

{elub! scene and tho ‘ccarrins' scene. Tho first would show tho threo 
youngsters arriving hone dn “an's!. car, and tho second would show 

thea coning into the hallway of the. housge In foct the second action x 

. vould eventually be cut during the editing to cave anes: but the firat 

| was rotained because it denonstrated that "Ian' was vory drunk and thia— 
could provide another source of een for hin cubsequent bchaviour. : 


‘Day iietva: Was the eecond rest aay of the shoot, and the ‘airector. ‘took 
‘the opportunity, to Atinind somo of ‘the following week's ccenes with the- 


main actress. Sho had, for-exauple, been particularly vereied about tho: . 


totrip! prone, in which che had been under the impression that che © 
2 vould be acked ‘to do a complete strip in front of real! ‘people, but 
the director had reascured her that this had not been his intention. : 
Ile had also used this day, to-review some of the rushes. To cavo the _ 
tino-conauaing journey to Leeds in order to view rushes on one of 
Yorkchire Relevicion's nachinesy a Steenbock four-plato editor had been | 


installed in the production office at the hotel. The director wag 


ceacrally pleased with the teria which had been Shot so far, and - felt 
that 'fandrat was coming through as a ‘properly throe-dinensional, . 
charactor, It had alvays beon his concern that the fila was going ts hae 
tee sociological’, vhich for the director neant that the central 


*. 
4 


euitaatenty deriyite peycholapienl drives mirht have econo’ _ 
cubmorged boncath.tho documentary observation of what vas being dene . 
to her. The danger of the film beconing a purely structuralistic 
account of eventa wan, in other words, felt to have been avoided by the | 
more phenomenological portrayal-of the gharector itcelf, and this was - 
largely due to the 2 ain ectress'c absorption of that characters The 
dancer of distancing on auiience from the girl's interior 1ife was alo | 
felt to have been aneliorated by eee of the scones which showed the | 
"younger wexcionaier 'Sandra'-~ the scono which was considered to have 
' been the mont’ cuecesaful at this point was the ono where the child | - 
*candra? ("£andra 2°) was made to ery by, her father as ho tricd to do’ 
his football pools, The aircetor renarkedy toncue in: checlty. that this : 
scene would hale his owa father. feel guilty, since es a young boy the , 


director had always boon rade to leave the room when the remults were on | 


#he radio overy Saturday iad ah but the aceno itnolf was felt to 


have peel on a. technical Level as a piece of almost pure naturalios, “Se oa 


. The eaa's ainteans hady of course, deen perfectly genuine, but tho 
actors! resporine had alsa appeared to ba epentaneous such that tho not” 
result van almost. cmetly that which the dab had: intended. 2 


ae 


, Cne other rater which tho director attonded to sudan’ ‘this break vas te . 


pay a visit. to the wifo of the man vhon the real Sandra had originally 
atabbede Tn a manne y) there was no legal need to obtain her pornission 


sae 


to nak ce or chow ‘the fita, but it would have been politic. to forestall any 


enbarrassing complaints fron that direction, and as the dircetor pointed — 


out, thore was no need for the tronosission of the film to cose aca 
: oudden chock: to the lady. In tho ‘event, neither sho nor hor son raced 
/ ong: ‘objections, and both had actually felt rather corry for the cirl 
: iss upon her brightness and vivacity during the ewase proceedings, 
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Not all of the original, néotarontsta had been sought out by the s* 


director, however, and for obvious reasons - the nan sho had attacked | 
the original cirl in the ‘potel had never been traced by the police « or , 
anyone else, and the original "Ian! was hardly Likely to have been | 
cyopathetic towards the makeing of the filn. While it is doubtful. that | 
he could have obtained an injunction to stop it (sinco ho was never 


- specifically identified) he might well have tricd . to do me no this and’ 


other ‘rey arcas! were ‘left well alone. 


_ Pay thirteon ave Bah eG ee — rs koa : am ae re 


Cno 6k the saints ‘the filn was. trying to eats was that stedoa’ was in 


‘most regpocts a perfoctly. normal cArle Sho Was bright, benteesty 


attractive, had a gpod sence of hunour and had excelled ‘at those thine 
gn which che was able to excels Indeod, had it not been for her 


inability to communicate in a nar largely uncaring world, her’ Life - 


| gay have bean very different. Ono of thoso nopecta dn which che bad. eo 
‘excelled was oportse | At school che had won prizes for athletics anaes 


steniaes and it vas tdandra’ a success ata owinning palo which wan tho i 


cubject of this day'a ning. The Windsor Syvinning Baths din: the middle 
of Bradford had been taken over for the day, and the cieiende and “Sandra's! 


fellov edmnero had ere invited fron the ‘Deaf School ana Bradford 


amateur cvinaing Associations One of the director's main concerns in 


filming this sequence was that ‘sandra’ chould appear to win hor race aise 
to receiving her prize, but that she should ado Fo) convincingly... 1 The 


actress Was a proficient swimmer, and she adnitted afterwards that cha 


pad really Contes to vin her race leritinately, but the other rirls vere 


nootly better oviemers eo the director choreorpraphed the race , such that | : : 


t cana! appoared to jut force ‘ahead at the last minutos 


Fo ER Re ee ee ee Nest ee 


Me Sates Rang PU 

A good deal of relantinat was therefore used; for sone of the takes | 

the swintors otarted | off fron halfevay up up the paths to be folloved 

along by the cameraman ‘who! yas pushed along by his aosistant ina 

yhoolchair to provide’ a tracking chote The variable-speed ‘Eclair 

canera wan alco used to undercrank soe takes to make the aiicmers 

appear to be going fanter than’ they actually were. pindlorly, for . 

come of the cutaways (of Gandrats!' fanily choering hor On, | en the | 

starter firing his pintol-at the borinnin=) tho ewiemers wera nat 

actually in the bathoy ond the fomily's cgolines: ‘ioro therefore directed 

towards tho floor manarer, who walked slowly up the ede of the baths. 

at the cane speed at which tho. oviemers would have boon novinge | The | . 
ptarting official vas:a genuine uenber of the Bradford Amateur ‘Svieaing | 
Accociation, and had cone difficulty understanding the principle of . 
eyolines ~ for his close-up: as ho started the race ho had. boos instructed 
to firo the pistol a then. follow’ the: eviomers® Progreso with hig oars 
Unfortunately he had a tendency to whip his head round having fired we gun 
which would have civen the ‘Apres seion that the. guinners had been doing | F 


about a hundred Inotey co a single volunteer cvimer, was asked to svin 3 
‘ the baths out of chot to provide the eyelinos “Another ainor ‘cheat! vlich » 
- WAS usod was to move the audience around for each different shot so - 
that the epectator's standa always appeared to be packed at and for * 
the tecimical reason, of froning the fonily were ‘asked not to stand up to 
cheer 'Candrat: As they paturolly had been doing, since otherwise the 
: conoranan vag in danger of losing their heads out of the tep of tho 
| 5 front. F . , y : 

By about four otcloct: 4 in tho afternoon, after ¢ some soictiboas tales of. 
7 ' fandra’. ‘Swimming ond the various cutauays, SVEr SORE. was egttinn a ttle. 


tired aed least of all. the actress) with even the floor ranager “Sucgesting 7 


a” 


PUM 


v 


The swimming pool scene. After several hours' swimming 
the main actress takes a welcome break. 
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that the director cut one take short. The actross had in fact refused 
to do one of the takes, since, ‘a5 che explaincd oftervards, she was 
eutvensiy tired-and had felt very involved in the race itself. The 
deaf children in the audience had also made her feel very emotional; 
. ‘Even though their parents know that I was an actress,’ eho explained, | 
‘they still kept coning up to me to talk in eign-language.’ I scnetines 
think the character is taking me over, you know all tho problens which 
this girl had to face. It Just cota you pouetines.! is 


The cameraman had noanuhile dicapneated up to ee far end of the mpectator’s 

. stands to film an ectabliching wide-chot of tho vhole baths. For such a 
andes: taken fron perhaps a hundred feet fron the main subject (the fenily 
at the other end of the building), he would use a motorised ‘epotneter - 
to find the correct apperture setting, since this device could give ee 
renote reading for a distant subject whereas an ordinary light-meter bee | 
only tell you. the stop for the imiediate surroundings. Having talcen 
this shot, one of the lant cerios of tates for the day was then set up, 
this being the presentation of the prizes for the gala. Here the desim¢m 
departmeat had supplicd all the cups ond medals, but the officials and 

' Judge were all genuine - once ‘again, the audionce was nanocuvred into. 


phot and the ccene wag then accompliched within two taken 


the day's ‘phooting was wrapped at five o'clock ond the exhauated nctreag 
stoggered back to the hotel which was just around the corners One coal 
; put important point which I have nee mentioned concerned the clapperboarg, 
voually: this has the take and clate nuaber chalked upon it together with 
tho mano of the production 69 that the editor can sdentits. each section 
of rin in the editing rultee | On this occasion, howsvery the nase | 
epUnatZ" had been removed such that tho (real) audience could not identity 
: : the title, which may have offended cone ‘of the vest people if taken out | 
sof context of the film ag a whole. 


eer 
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'Candra's' first job was ata dry-cleaning works, and folloving the 
ecript, the director wanted to insert a sequence of the girl btarting © 
“york here after the ‘outening baths! scene to signify that tine Was 
noving on ond that tcandrat had left school to start 1ifs in the big ° 
“ wide world Beyond: That world way however, limited to the repetitive 
drudgery of operating a’ stean pressing nachine, and part of the ; 
. connotation vhich the director. vanted tho audience te draw was that the: a 
‘ fob was, indeed, stacgeringly poring. Conversely, Learning the new Job 
“snvetved » mastering quite Q “coplicated procedure,. and: the epaed and 
; ‘eagernes a5 with which the pirl crasped the basic princides was also 
“intended as a. Acsonatvation of per intellicence = her deafnens not ie 


withstanding. oe vo ag Lit 


4 


Both 'Condrat and the oudfer co seated to be mane into the factory, 
# ‘sandra’ because it was hor firct day, and-the audience because: the 
cequonce, Pereusenea a ‘completely new cot of inforuation. Hence’ the firet 


“econe to be. filned chowed the pir arriving at the works with her othory 


who nek here they right find the foreman. ‘Taving found: hin, several . 


7 ‘tracking shots were then rade of tho foreman as he hows the cird abount 


i various parts of the. factory. The main section of tho. sequence then 


e : chowed: "Sandra! ‘being taught. how é5 operate er stean-precss a scong 


Oo ‘ which was difficult to fin. because of the aiEe and the cramped conditions. 


? Hoot of me chots were consequently taken ' from less than. five feat avay 
, from the rubjocty and the. actora’ dlalogue throuch radio nikes ag voll as 


ye the “boon nfcrophone euch ‘that the: dinlocue track could be ‘eoparated fron: 
tae oe packprowid. ; 


tae The Faning of this scene aes a ood, example of ‘the use of both real Locations 
me and real L peorie in the quest for naturalicr,, The, factory wooo fully y 
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operational, working envirennoat, the foreman vas reauine and would have - 
‘ssh the actual nan vho would train new workers, and come of the people | 

. in the ‘background ¢ of the ghots were cenuine machine operator se’ | Further - 
“BOre, the scene was unceripted, ond the actresa genuinely did not know. 

how to operate the téaneprensy co in tolling her hov to worl: the 

- jgachinery the foreman wapeiaely doing his job. Tho unedited’ recording 

of these events wan consequently very,close to boing a purely naturalistic. 
account, since even the ereccaes of the camera.vwas having very little 

- effect upon the action because of all the other diatractions, of woine 

per noveaent in the factory, plus tho fact that the actress was ‘ gneuning 


‘the role ofa deaf percon nade the forenan concentrate particularly _ 


ihe closely upon relaying his instructions to her (there was a very real 


‘danger of. the actress sealding hercelf if these instructions were not 
clear). As can be seen fron the nccoumt-of the editing, however, this. 
extrene naturalio: would etd. have to bo manipulated Anto chapo before | 
ake could be incorporated within the con woxt of tho filn as a wholes: 


“gro other detheseas hod. been cast as' ‘working girls' for this ECON, poles 
thoy had been told to otand in the backround for the abovo: shots along : 
with a poms girl who. was hanping up clothes on an overhead conveyors 

mele presence in this ocene ‘could thus cerve to introduce and identify 
thes as 'Sendra'et colteagues since they were to. reappear inlater 

: sections of the fin, but they wore aloo used’ to cignify a-potential | 
2x problea which a handlesppod, pereon might encounter. ina working encironnent 
- that of boing on odaity.. “ta one of the cutawayo made for this scena, 


ie for. exniple, one of these girls was asked to look across to the now. 
etl and renark "I ‘think che's a bit funny!. — — 


“i : vorling in the deeaite works. nevertheless had its coupencations. | 


Hor one thing, it cave the girl the opportunity to strike out on her aw 


a little nore by giving her an independent source of income. It had 
originally beon the intention to chow *Sandra* opening her first wage © 
packet at hore, but tho director had decided to modify that-ccene and sat 
it in the factory canteen instead. By doing this a number’ of things © 
could be achieved: firstly, the denotation of the wagowpacket itcolf 
“could be bolstered. by tha placo-of-vork curroundings; secondly, by 


, “having the girl open the packet in the coapany of the two 'worlting pirlo', 


the connotation could be nado that cho had been broadly accepted by then 
and, if this, was hor firat wages, that acceptance had beon won quite | 
quddy. Thirdly, the scene could act a0. a connective to tho following © 
scon0 throuch the nddition of cone extra ainloguc. The following ccene was 
going . to be the one at tha’ fairground, and to Boras an explanation of 
why tcondra! had gene thero tho director had nov included this dinlogue 
“an the wage ee cceno | 
WORKING GIRL 
| (Watching CANDRA locking proudly at hor ‘aon 
what! yer gonna do with that then? 
oe _, ANDRA 
(She thinks for a monent, then oxclaing see.) 

‘Dairy . 
WORKING GIRL | 

You what? es. Chy the fair, shoe's going to the fairt 
Three separate scenes had boen planned to be shot of tfandra! working at ~ 
the stoamepress, the first being that described above. The second was to be 

cet about a year later, showing the girl looking out of the window — 

“Man! arriving. to pick hor up trom work, and the third scene wae to er 
‘ the cirk a further year later ~ this time with the ugly scar coneting aster 
'Tan! had left her. In fact tho latter scene would thon involve sone 
| dramatic-deementary licence, cince by that tine the real candra had 


{os 
ry 


| changed jobs, but as far as the day's ochaduling was concerned the . 


ome ee 


Se AL es 


. director was being faced with nore pressing probleriae f Tan! was to 


have been shown arriving in his car for the second of these three — 
scenes, but once again the car had failed to arrive by the.time tha - 


‘director was ready to film that ccene. Given the cnormous cost of each 


: minute of shooting. tine, a sun not unndjacent: to £2 in direct costs 


alone, the director could not offord to wait for the car to arrive, roan 
hoe decided to choot the third ccene of the series and then cone back to es 


the second one laters This then: meant that the actress vould have to 


| . cpend Bone. tine in having the make-up scar tissue aad to another E 


delay was introduced before the scene vas chote | 


'Ten'a! car had entualty arrived three or four hours Inte, but the second 


- scene was then able to- bo filmed. Another Unecheduled delay hed of course 
been: interjected as a result of this cince "Sandra! had had to have tho sear — 
resoved once more to comply with the continuity of. the chronologically — 


earlier scene. This scene alro cenerated another: probles; part of its 


action involved ‘Sandra’! runing out of the factory to greet her boyfriend, | 


. who then drives then both off dom the road and out of chote Drivins out 
of the canora's vision is in fact an important aspect of this kind of 


ehot, since the vehicle's disappearance then provides a natural point a 
which a cut can be made ta the next scent. Unless a filn-naker wants ty 
make a tpecific points ho is ucually loath to artificially cut short an 
netion before its tnatural! completion since this can make. eequences Look 
wory Jerky and discontinuouse. Hence in filming the action of, cay, someone 
replacing a Glace of beer on a table, a director will eatier chow the . 

whole action or wilt allow tho {lass to oxit the trae at come point miep, . 
that on audience will aooume that 4t has frtued Boon replaced The problen 


- with "Ton! s! car was that he had to drive it quite a long way down the . 
: road before he exited the frane by coing off round a corner, ond the — 
_/; Length of that departure was therefore felt to have unnecessarily elowed * 


er oe ee 


a J SS 
down the ccene's pace. . Several different strategies could be enployed 
for dealing with this kind of situation, the scene could be cut before © 


t he car had in fact left the chot and the cut then micothed out by making |. 


“4t into a lap. dissolve or a fadey but then ono would be in dancer of 
introducing an unintonded. connotat jon. Different types of cut have. 
theoretically ‘diffrent meanings = a lnp dissolve, for examplo, nicht ¢ 
have Gnabled the director to pull out-of the tear! shot carly, bat it 
picht also have led ‘to the ‘connotation that the next scene "Was chowing — 
oO: ‘ simultaneous rather than a mingeenlve events’ The length of ‘the shot 
mould: ‘alternatively be reduced by linitins the duration of. . the’ action 
 stoolty andthe director. in fact tried to do this by having the actor. 
drive, the car off very. rapidly. ; : Cne ‘ast way of dealing with the probles | 
was’ ‘the solution which. 8a5 eedatants used, and that was to: consicn tho — 


whole scene to. tho cutting reer’, fispe:.. 


A gocond hain sequence had ‘boon’ ‘planned | ‘for this see and this was ie bo 
filned at, the Bradford Roy ral Infirmary once agains This tine the | 

: hospital was to be used as the Location for the afternath | ‘of the cearring! 
a pena. “where ‘Ian! and ‘ronda! ct respective fonilies ere ‘secn waiting ine 


a corridor as the ‘young couple, are boing ¢ attended to in tho euergency 
dopartmont.e — | . 


‘Francods Truffaut has raid that a fila is like a boat which 4s always on 
tho: point of sinkin, and this 4s often true of the actual process of 
: asia Ne a filn. By the ‘tine athe: init had: arrived at the. hoopitals the 
. day's schedule wasr considerably behind as a recult of the problen with ‘the 
re the associated delay with make-up, and the director's oripinal 
at contact ‘at the infirmary kad “Sonsequently gone hone. The éitficulty of 
es fitning a reconstruction of-o highly-charged enotional : event: in a. location. 
> in vbich quite genuine traumatic events were happening all around was this 3 
? compar unded by the confusion of the hocpital staff, with eel tho dirceton. 
os thea had to reaeyotiate poric saion to film in the arcag’he wantoda 


—_ Seats te, “ BEA 
Several takes were nonetheless made in a corridor leading off the 
energency area of uenbers of "Sandra's! family and of 'Ien's' father 
trying to persuade a tpolice inspector’ that charges would not be | 
* necessary. Cemiine stretcher cases were getting inte. shot for. Hinco: 
takes which may have generated continuity problens ‘for the ‘editor when 7 
he came'to cut different takes' torether, and there were oles problens — 7 : . 
with poople looking at the camera - during one chot, for oxample, the ae ; 


Pik. wrote down ‘Take 4 = NG stretcher ~ attendant looks at camera’. 


- Menext eeeno to be filmed was of 'Sandra’ and "Tan! ain an exanination 
room; both actors had been loft. to’ thenselves for a ae period whilst 
the ‘cdrridoz scenes were boing ‘flned £0 that they could’ prepare 
thonselves} "Sandra! had been’ inatructed to look os if sho was ina 
state of chock: and in considerable pain, and *Ian' had been concentrating on 
working up a state of remorse and anguich. He hod ‘also been acked. to cry, 
and the actor ceplatnos that this was achieved by taking very deep breathe 
and then producing what were strictly: coughing noises with: the. throat. 
Neither actor felt, however'y. that they had really been eiven enough 
| tine to generate’ tho roquired ‘radod_ for this difficult scene, since the’. 
technicians had soon returned to set: up the lights ond props’ in the 
exonination rootte Nore irportantly, the general mood within the unit, 
was full of tencion by the Inte afternoon asa result of tho various 


. ; rechuffies and ‘the inescapable reality of the working camualty are 


The “Suxtaposition of different levels of reality during tho process of. 

a. this drona~docunentary was, in other words, beginning to catalyig . 
a certain cense of unease or strain within tho untt. IFilning An 'the . 
hospital like that is getting near the borders of lesitimacy' the 
"actress comiented afterwards. "You see, I'm having to play at being 7 

i hurt among all thone people who really are hurte’ m, actress had “in a: 


ab 


boon vobyApest arto fining the’ last east partly because of. the | 4 ron 
nature of the scene itself, and partly because ‘ee had had.‘to return to oa 
the hotel afterwards to have oll the-make-up blood and pear tissue removed, a : 
which meant that che had to. walk out through. the hospital’ c lobby still 

fully made-up with false wounds ag people wore coming ‘din vith ren. ‘ONCSe - . | 


paethe bizarro," he comentete ° 


Other people were cenctias in different woyay “pevoral of we crew had 
. becetia either’ more cubdued than normaly or considerably moro flippant. 
‘fone tried to ‘relieve the cense ‘of tension in tha oxanination roon by. 
joling vith the actors (which + was precicoiy what the abtord did not feed 
“insofar as thoy were trying to retain a mood of despair and enguich) and 
others had just becoro taircieutt! oo the director said. . “The lack of ge 
regular production neotings and tho cobination of tho roles of both" 
“producer and director dn the one person’ had also begun to ‘be idontifiod 4 
by sone crowenenberg with uhat they cow a5 a Inck of dovaward communi 


cation within the unit, ‘Certainly the forces of circunstance which had ; 


, dictated the day's peorea tenes were misread ao nicmanarenent by those. . 
people who did not have acceso to tho appropribt to information, and at 
deast one neniber of the decicn department. stated. that ho felt absolutely 


‘no ecpathy with what the director Wap trying to do, 'I can't inaging why 


he is making thin.’ One member of the unit gave ‘up altogether and returned 


home that evening, even though he cane ‘back later, and another had Mordded: 
to raiaed turn ina professional Job fond that's oll. 


Hornal peer of. conmunieation vithin the unit were ta Sties. vords | 
vesinndng to’ break downs © “‘Pilning in the hospital. had. brought a number: of 
people's underlying dcubts about: the ethics of the cituation to the surface, 

a end the director's potential isolation a5 ‘the project had begun to’ drive 

a pe actual wedge between himself and the means. of opcrationalisation ‘of 
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that ideay ‘the’ crews The croving lack of interconmunteation on. ‘this 
level had also begun to be manifested ina corresponding increase of 
intracommmicative conjecturing or gossip within the unit, a lot of 


which, it must be scald, ‘was. bounced off myself as the. Vobjoctive 


observer! 


‘Against this a- number of fw ther observations can be made. First of all 
the crew yore now two weeko into a choot, and for ‘the studio crew at 
‘Least this meant that they had also = ond unusually - been away fron 
homes and families for that period. Secondly, the shooting schedule had 
been unrenittingly intensivo, and it is isportant to remember that the — 
oor were not’ only working together all day, but were also living» : 

. together back at the hotel. Thirdly, the general ‘unease concerning the a . 
ranning of the unit bod this day materinlised in the chape. of e Union 

| shop steward who had visited the unit as an observer, as a result of 
whieh visit an ascistant floor manager was attached to the unit in 
addition to the floor manager hinself: (the latter was felt, on anee at | 
“Least, to need more support vhen functioning as ‘crow controller’ in 


gituations like the miering baths or the fairrround.) 


vrosi the director's point of view in his capacity as pecaucene he was - 
also bearing tho responsibility for many other factors besides the . 
innediate organisation of the set itself. The tiphtness of the schedule _ - 
nad begun to forn pordous constraints for both tho form and content of - 

7 the filn itoclf insofar as the director wan now searching for ways to 
aa reduce ‘the anount of ratorial which he had planned to shoot. To this 

aa the weiter had alco come up to Bradford this day to discuss which rte 

i of the ceript could be cut dow or rojected altorether. Ho in fact | S 

| thouht that the audience ‘could be made, to worl much hanter and that 

one of the ways in which the film could be pruned was to remove cone of | 
“ the narrative ‘cloapoct! (his tern) which had been carefully worked ints - 


| ; 


the ceript er improvised by the director on the cet. The writer was not 
cure, for cxample, that the insorticn of the ‘rehearsal! scene was 


entirely necessary ag a pignpost towards "Ion! ! ‘aggression, and nd felt 


| that ceveral scones which had been designed as indicators of ‘sandra at 


2 ‘oyploitation by difforont men could -be compressed into fewer eopapate 


4ncidents. He was quite ancnable.to having hig seript changed around | 
in this way, seeing it hins elf asa guido rather than a picce of imutable 


literature, but the point, Io making is that apurt from the day-to-day 
-problens of organicing Javadi muibers of crow, actors end locations, the 
director was also having to take a. much broader view of the filn aoa 
whole than other individual, and part of this view included the possibility _ 
of making enforced changes in the structure of the film itsolf; 


changes 
which at that tine crild have casily lod to the overall failure of the 


enterprize. 


‘. The ponatbhlity of failure was eee the idoa that could not bo. 
relayed to the crow, cinco thin would most likely have precipitated an 


octual curcoase of the director's authority, and hence the unity of tho 


“project as a whole. ‘This was one reacon for restricting his discussions: 


to & limited number of people; another reason was the cheer lack of tine 


for organizing formal. prdduction meetings, and a third related reason vag 
~ yooted in the constant neat to deal with tho vapnries of ‘external! 


problens thrown up by the attempt to reconstruct a real life within roq) 


situations. On this same day, for oxumple, the director had learned that 


; ho would not be able to film a scone chowlng "Phil! being arrested in . 
‘his flat during. the followine day's shooting because a cenuine murder had 


_ gust occurred there, and the whole area would therefore be cvarning 
ay with real policencn. 


nae > a a. _ a 

Seven scenes had been planned for this day, all of which would deal 

with Candra's' relationsip.with "Phil's the petty criminal whom she 
had taken up with after "Ion! had left, ond the nan with whom tho cirl. 

| had been discovered by ‘Mothor' dn her front parlour. After that fight 

- with her nother, the original Sandra had left hone to live with Phil! ’ 

by whom cho had become pregnant, and it was the director's intention to - 

| illustrate through this relationship tho girl's downhill progress in 

Eexeastes the optinica of part one of the film. 


the first scene of the day.was to have been set ina labour exchange, ; 
aaa eoura have been inserted imediately after the 'Fight-vithlothert scence | 
aga bridge between that and a scene showing ‘andra! ond "Phil! living in 
his flate. "Sandra' would at first have beon chown by herself, and "Phil! 
would then have beon re~introduced ‘in order to imply that the couple wore 
ay together = an inplication which vould than be reinforced by tho 
subsequent scenese Official peruiscion to filn inside the labour 
| exchance had, however, been refuced, so the scene had ee teaporarily 
. abandoned. Two alternative stratecies had nevertheless been considered, - 
‘the first of which was to roturn to tho building at a later date to fiir 

the ecene with ¢ a concealed canora, and the second was to use the oxtorior 

of sone other minicipal-looking building as a saniotn tive sin of 
Sagiade Ixchange’ » Apart from the legal problon vhich tho firs st adterative 
| night have generated, it is alvays ricky on a technical level to film 
#4n the bag! in this way rinco the cameraman cannot, therefora, nonitor , 
his shots through tho viewfinder. The director argued against the 
- second alternative because the ‘Labour Exchange! scene was to have si cies | 


part of a ‘series of dicconnsctod ecenes ~ part of a hse rather “than 


8 Ato 
a sequence - 6 each individual. pice of information had to be that . 
much less ambiguous. ‘The lnbour exchanre had, in other worda, to be 
readily identifiable as cuch; perhaps by including a chot of its 
nazeboard, and if another building was used the strongth of this 
denotation. would therefore bo reduced. , 


Socks they had lost this location the ‘director then decided to choot 
) oan unscheduled’ scene instead, and this was one chewing "Sandra! ana 
“vphi! stagcoring drunkenly across a stretch of waste ond which Geni 
yo used later inthe film as a symbol of their degradation. Doth this - 
. and tho ‘Labour Exchanre! scene had been planned as ‘low profile' 

| operations in vhich only a minima crew vould have been used, and the 
“bulk of the crev had indeod travelled out to a different location to 
prepare it for the next scone an the director and the core unit had 

been filming the previous one. ‘this next Location was to be used as 
‘Filta! lodgings, ond it had hod to be found at tha last minute because 
- of tho en murder which had taken place in the original Location. The ; 
‘houre was one of several, uséd in the film which all belonged to one - 
Jandlord, and and the partdeular flat concerned wan ‘described by ono of the 
props ‘nen as 'The worst place. I've ever had to work in', (In preparing 
‘ this room coveral French letters had had’to be unstuck fron the bed, . 
-yarious articles of diocarded clothing renoved and the wholo place - 
dusted with flea-pover before some of the crow would co ine) 


Toe first: ‘acene chot in this oor wag eventually placed directly after the 


tFighteuithenothert scene, and was intended to indicate that 'candrat had 


" moved in with ‘Phil! ona permanent basin She was ‘therefore chown 


cooking corie bacon for 'Phil' as he languished on tho bed (cone water 


Raving. been added to the bacon fat to make it crackle convincingly) aaa 


| as ponoath sone make-up before going outs 
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had boon are vith: come padding by the Sasadohe dopartzont to — her 

| Look prognant such that the connotation could ba drawn that tho. cir was 

cree by this TON, gna that this scene was sot sone appreciable tine 

later. 


; Sho next scene ‘phowed the ‘eouple din bed, being wolten up bg: a police ciren 
“outaide prior to ‘Phil! being arres stede It was never used in the = 
finis shed fila, partly becoure of tho need to reduce the filn's Length 
“peli and partly because tho director had folt that this suiden avalrening 
had actually Loolsed rather hunorens, whereas it wag cuppos ed to repr esent 
- ono of a long Line of ciicfortanod ‘which had happened to: 'candrat at 
this’ points 2 The scene Piined next, after lunch, : wan however - used, end 
this was to demonstrate that ‘condra! had roturned to. Live with 'rhia : 
after he had come out of: prisons Tho ecene Wap intended to illustrate 
the potty. erininal's continuing uselessness, and his wearing attitude | 
| ‘tovarda "Bandea’ » ‘for it revolved around his denand for noney_ froma the - 
girl to fo eum to the pube Another clue to’ fandra's? interior vorld ‘Can . 
also to a introduced in. this ecene by chowing | her trying ‘to hide tho cear © 
: her private consitivity of the | 


dAnfiguronont would thus be evident despite tho shernaning degradation 
of her eltuation. _ 


Vorleing with different metees in different Locations and eituations 
- requires a range of difforcnt directorial. techniques. In this cane ee : 
wan 8 tendency for the scone to be overplayed, co the director van 
concerned to contain the action and to slow iva tho delivery of the 


dinlogues ‘Acain, ost of the actors used so far had complied with the 


“ebrector's instructions almost to the letter, even when they dicacreea 7 


with the motivaticn or intention of an action, . but in this scene the 
actor hed felt the need to dincuss each moverent far nore fo tho rector 
. had adopted a different, end ostensibly 1 mere flexible approach. Tha 


ee toe 
actors were, for example, allowed to worl: out their own a panual cirn | 
for ‘money! and more than the usual nurber of run-throughs were 
practised before malding the first take. Sinilorly, ‘the takes iessatved 
were made in quick muececsion for the actor's benefit rather than — 
strictly at the director's bekest «- which is not to a that tho director — 
‘gave the actors the completo freedom to play the scene ‘as they wished. 
The actor playing Iria, for example, had argued that he chouldn't look — 
ag if he had forgotten the fact of "Sandra's! deafness because by that 
stage dn the film the deafness would alroady have been amply reristered - 
for an audience, but the director orcued that he found hinsol.f forgetting 
the girt's disability when talking to the real Sandra und that the 

auddence would need to be reminded at various junctures too. 


Tyo main ‘cetsitent problens had arizen in the ‘filoing of this ccence 
| Firstly, it was divided into to nbttons} that of ‘Sandra’ applying | 
her malko-up, ond that of Pha demanding money before thoy both leave see 
through the front door. The original dialoruo, however was linked to ‘tho | 
second action, co in view of 'Thil's' impatience an extra piece of 
dinlogue was added to cover the first action cuch that ‘Phil! was not 
loft without anything to cay as ‘Sandra! gets ready (this was simply an : _ 
 Srritable "Come on, love’') Secondly, the front door had to be seen to | 
close after the couplo had: left, and several of the tukes wore rendered — Ai 
peeause of the physical difficulty of closing the door oie a crass of 
lighting cables which had bacn run in from outside. . 


the next scene wan apain rojected. fron tho finished fin because of the 
strictures of tine, but it had originally been intended to denonstrato ~ 
that IPhAL! had quiciily roturned to a life of crime after hin release 
from prison, for it chowed hin and sone mates unpacking and distributing | 
cone stolen ciparottes. Apart fron the necd to lose tine in the editing, 
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the director had aiso felt that this ccene may have simply been — 7 
repeating tho information that 'rhil' was just a ruall-tine thug, and as 
euch was superfluous. Furthermore, the ecene was not thought to ave 

boen particularly catisfactory at the time, since the action of stowing 
avay the cigarettes had either tended to be too orderly and 'balletic' — 


.as the director caid, or too confused and haphazard. Filning the scone 


did, however, produce an interesting example of the director incuring 


hinself opninst potential censorship, for one of the intended purposes 


of the scene was to reintroduce 'Sendra'st nicknane ‘'Dumy! throuch 


. 'yhil's!. Lines "Got off eee Got off, you stupid fucicing dumy!' _ 
' In case an objection was raised to the expletive here, the director also 


‘ad a wildtrack made of 'Fhil' saying ‘se. piss off you stupid dumny!!: 


which could"then be inserted over the original dialogue if necessarye 


One further scene was filaed this day; an exterior chot showing "hil! 
being bundled into a police cor after his arrest. Two emall peints ; 


concerning tho necessary nanipulation of treal reality! into ‘film - 


reality! can be made; firstly the police insist that when using police . 


_untiforns cr vehicles their identifying insimnia must not be those of | 
‘real officers or divisions, co for scenes like this these details are 


required to be non-authentic in sone waye Secondly, the scene was not ~ 


fileed outside the cano house in which the ascociated interiors had been 


chot, since there were still a great many real Eons outcide seating” 
with the aftermath of tho murder’. 


‘pay nixteon 
Pe ee mania” 


The tmid-choot depression which had begun to overshadow the previous tuo 


days! shooting had been to sone extent oneliorated by a birthday party _ 
~~ \hieh bad been held for one of tho crevenenbers on the night of the 
. fifteenth day. This cixteonth day = a Vednecday - proved, howover, ‘i: 


. ga oad 
bo the ctart of three very difficult days for / all censored inkl the . 
welcome two-day break at the ‘weekends -For one thing, this sixteenth 

day proved to be exceodingly lonr; . tho main unit had been rostered to ~ a 
start at 9 asm. (with nakeeup and wardrobe. starting un hour earlier) and - 
finish at 8.7% =e with an’ aie for lunche In fact, the day wor not. 

“g eventually wrapped until 10030 peteg making it nearly a tieteenshouy >, 

day. for nost.of the crew, and more like sixteen hours for the director 

_and, his imediate aids, | Apart fron the fact that the: hotel had had. to 

| be porcusded to keep its mantatimint open after hours co that the ee 
ravenous crew could cat at the end of this day, the general theory was 

ig hat every monber of the erent vould ‘pe on tine + 2% for the following | 
day ag a result of overtine agreements. This would then make the’ next | 
day's shooting even hore expensive than ucualy and was one reanon why 


it was wrappod at the conparatively carly tine ee nix otclock. 


The day wan considered, to have started rather any with a second atteapt 
to fin the tLabour Exchango! econo. The idea of. using: ‘a concealed 
canera, had eventually beon rojocted = - mainly because of tho nesocinted 
uncertainty of not being. able to tionitor tho’ chota = and the. ecene had 
conequently been aries with a hand-held. canera as an actesinee chowin, 
‘Sandra’ walting outside: the building for. ‘Phil! to come out with his 

’ poneye. The action was never considered to be quite right, however’, and — | 


the scene waa not included in the filme 


“The minimum crew which had boen oceupied with this: econo: then setae, 
. to join the rest of the. unit at a eity-centre pub} one of three vhich | 
_ the director had organiced: in the middle of Bradford. .ta provide the 
- backdrops for a large proportion of the fils The first scene here | 
- vas to chow. "Phils planning a breakein with a Veet Indian as 'Yandrat Coen | 
: ic the bar for come drinks, and thia would be placed inuediatoly. before 


arts. 
tho ' ‘arrest! scene which had beon chot the previous day. Using’a 
west Indian in this Beene had sioply beon datendon asa roflection of a. 
Bradford's Seengpelitan natures one of the more synpathetic characters. 
dn the filn who would appear later vas also'a “est ‘Indian, and 9 Scotaran 
wands be playing a major rolo too (in addition to which the director 

had gone to cone ipa bias to find Pakistani and Indian poaphe as | 


, passers-by! for difforent ‘sconea). 


" pnother scene of "Sondra’ and Iai! drinking in the pub waa phot nes 
“this tine with clicht changes in saleecits and wardrobe to emble tho 
scone to be innorted at a chronologically different pak in the filo. 
‘This accond eceng in panktcalee was intended to be used as one of 
poveral disconnected scones indicating 'andrat o' general decline. ints 
aimless drinking Pecuk hor association with this ran, but it is the 
circumstances in which these two scenes were chot which is especially 
interesting. cn both occasions the pub Was open, 60 there were genuine. 
customers drinking in the bars as well as the actors, and the director: 
had tried to capture the oxistine atnosphore by keeping the technical - ; 
- equipment to a mininun = he did not, in other words, want to focus too . 
puch attention on the actors by surrounding then with lights and . 
nicrophonen. tony of the Sistieobs had bad quite a bit to drink, end - | 
the actor playing "Ml! hod hincolf éruztt ofx pints, no the drunken 
- atmosphere wan perfectly genuine. ‘Furthermore, the reconstruction vas 
‘apparently becoming mora and mora indistinguishable from real life, 
since one of the (reat) ‘custonors who Imew the original Sandra had 
come up to the actress during a break in the chooting to ask hor how _ 
. her brother vas getting along (isa. he had actually mistaken the actress _ 
vee for the original cirl). Admittedly the man was drunk, but he took ne 
aside and informed me that ‘I've known this lass for years, che's a | 
rest taugh - ~ changed a bit since I last cay her thouche! 


Se 
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The main. ‘actress was then peenadeeus and dressed for the next scene of” 
the day, which this time was to bo sot in a cafe and the associated 
exterior street. ‘This sceno was set about two yoars lster than the 
provicus one and would follow 'motherts! funeral in the fila itself.” . 
‘tandra had ‘been rarricd for about a yoar by that tine, but the marriage 
bad proved to be most unsatisfretory, not least because the husband had 
formed a relationship with one of Candra's erstwhile friends - a lady 
known as 'Cross-eyed Anno". The Yeafo' scene was intended to provide © 
“+a reinforcenent of the idea that the husband and this girl were in ; : 
collusion (an idea which vould already have been hinted at’ ina previous 
scene) and, given its juxtaposition to the funeral ccene, the overall 


' connotation was intended to be that 'Sandra’t wac beconing more amd more __ 


| isolated. 


Tho director had found a cafo uhich was considered to be just righty tit: 
really looked like a cafe! as ho put it, but the dircctor twas unnble to : 
obtain perniscion to fin there, so another ono had to be found. | 
Ew Bventually an miitable cafo vas located and the peene completed in tuelve - 
- takes; 'Sandra' vas chown sitting inside the cafe on hor own with a eup . 
of coffeo - perhaps contemplating the death of her mother < but then bho os 7 
looks up and out of the window at Mhusband! and 'Cross~eyed Anne’ walling | 
araaineara down the atreot. ‘The comera took "Sandra's! P.OVe for this 
shot, looking through tho window at the couple in order to relate the . 
-interdor with the ensuing exterior phot of ‘Sandra! bursting out cours 
- tho door to ongrily face the other two. ‘The exterdor chot then contimigg 
| ~ the action by showing the girl's frustrating attenpt to find out what wag 
ee “happening, after which the husband leaves her in the ee ofa. 
4 tobacconiata looking confused, angry and resicned. 


_ Tho difficulty of finding a location for the 'Cafo! “peene was only one of. 
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the problens which the director had encountered during this sixteenth 
day. Ho had also taken a minimum ercw out to try to fiin bore chots .. 
of: trandra! standing ona street corner, ostensibly soliciting for 
exston as a prestitute. This Bed not worked because it had been - 

_ attenpted in the lato afternoon when there were a lot of schoolchildren 
about, walking hone from local echools in the area, ond they had tended - 
to ‘Stand about watching the unit and the geinoss enereeyt hich made it 
inposcible to obtain a realistic ghote’ 


é "By ioat-eoren o'clock tho core writ had returned to Hig Paw to fin the 

- peone where "Sandra! originally neots ‘insi' during an evening out with 
her friends from the dry-cleaning factory.’ The scene was actually fLlned 
in the basonent danco-roca Leases pub, but a disco had Sane hired» | 
_guch that it could have been taken to bea club, or at leant a difforent 


pub. A great denl of tine had been cpent in setting up ‘the lighting for 

- this scene, which mostly involved uprating all the existing lichts in the © 
‘room, and the Ughting technicians had boon continually beset with 
probleas of cupply ninco the existing wiring was very old and could not 

". ptand the additional load. ‘'fandra’ had also had to be remade-up and 


dressed once again so it was not until pant nine o'clock in the evening. 
‘that tho first takes of this sceno were made. 


Tha econo iteelf would be placed innediately after tha ono wore the 
sister telephones "Ion! to find out why he had not cone round to coc 
‘Sandra’, and before the 'Fipht with Mother’ ecene in vhich ‘Sandra! 
had brought "Phil' hone. It vas therefore tho intention that a passage 
of tine should be understood to have coparated the 'felephonet ccene 
frou tha 'Neeting Phil! episode, but that the necting and subsequent 
‘arrival home was sequentinl.e ‘To this end ‘Sandra’ had been made up to 
‘Look elder and harder than ane kad in the period immediately followin: - 


_. the cearring incident, and one of tho points of the scone was to. 
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deesustents the eirile tenanitedin being able to bounce back again 
after that trauma, co the netrens had been told ta Lock confident ond 
assured. The action itself. ("candra' at succecsful seduction of the . 
stranger) was of course a denoantration of hor ability to come back. : 
“fighting, but it was alco a prepsratory clue towards an explanation of 
‘her future behaviour as a prostitute, since che was chown to be camible 7 
of attracting nen dexpite hor disability and diefiqurenent (neither of | 
which particularly mattered in the context of a ‘noisy, ia a dinco). 


“Nuch of tho dintogue betvecn the Girls was adelibbed and van in any caso 
| difficult for the sound recordist to separate from the baclpround none, 
‘but one of the director's: chief Concerns was, again, to contain tho 
actien within the bounds of credibility. ‘Me explained at .the tino that 
oe thero rous a danger of the ccene Looking like a aia A and inpres sod won 
the petove that this was ‘dust an ordinary situation". Thil', for 
j exampley van told not to loo too confident end Danboyant, and vas 
dnstructed not to come straight over to 'Sandra’ after tho had civen hin 
‘a ‘cone hither’ look.’ In order to deflate the total curprice of 'rhi1's! 

. appearance, a reverse chot vias also mado of hin standing in the crowd 

which could then be cut into the sceno before he sees the girls, thus - 

- giving the audience the chance to identity hin ag simply one of reveral 
men picked et rantoa rather than an Oo particular individual picked out 

. and fromed for the audience's benefit. ‘'Fhil! had, however, been - - 

--erigdnally cast to be in direct contrast. to the girl's first boyfricnd, 

- and his natural ‘tough=Loolzing appearance had been enhanced ‘with a leather | 
| jock eket and a DeA. hairstyle plus the "LOVE! ond "HATS! _ tattoos on hin - 
 leuckiles’ (which could connote 'n past’). Uhatever degree of interest 
“*Sandra! had had in hin’at the tine wan, however, cecondary to the rae 

that che had nono interest, which wae also intended as a eign of a loss of 


“Hnkoeeiice on hor os in contrast to the idylife affair which sho had a 
had Eee ‘Ian’. 


‘nay of the real people who hed cone aieas to rale up the crowd for this a 

last ccena had bosun to leave by about half-past nine cince ‘the 

. preparations had token co long, and the director observed that ‘they've 

realised that filaemaking imtt a Glamorous art any nore". “Indeed, the 
problens: and changes of tack which had occurred throughout the day baad 

. not’ endeared the process to none of the members of tho crew. The 

"difficulty: of working within the inflexible reality of genuine locations 

with rol “people and aginst ‘the tac! edrop of real hunan probleas had . =, 

tended to force individual nonbers of the unit to work: solely within their a a 

“formally defined roles as professional technicians. : Sone of the cre, 

- for exauplo, felt that the chances cf the film boing stopped wero — 

" dncreasing all tho tine pocause of tho potential incursion into the 

original fonily's privacy; real people in the pub were certainly avare 

, of vhon the film was about. Gus Person, giving the girl's real Fame, told 

on , MDurxty fandra wil, bo fonous neve won't cho?') and a ‘Sunday hermes 

et had appesred on the ncené to try (umsuccessfully) to obtain a 

story. In view of this arid tho fact that the flim was regarded vory 

gach as the director's property, sone of the wit had decided to linit | 

. their ‘involvement to their own particular duties at this tine. ‘Film 

/ technicians,’ one person volunteer cd, thave thin funny cort of code that 

you take the money and run, ond this has been very ptron: todaye' Cno 

: rocult of this was that the director had had to opend proportionately . . 


more tine in iscuing instructions to bulld up the ‘creative comnon senzo! 


a vnich he needed in a situation in vhich ise was already ceverely limited. . 


‘tn fact, the, cituation was porilously close to invoking Catch 22, for . 
af people tae offectivoly adopted the stratery of vorlng to rule as aq 
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| neans of coping with the inherent uncertainties of each day's shooting 7 7 eats 
ick: thin would increase the director's overall responsibility as 
reduce: of the enterprise. But the greater that responsibility 
| becane,y the iess Likely was it to be delegated back downwards, co the. — 
nore Likely was it that the crew vould then Gone according ¢ to the strict 
definition of. their respective dobs.. 


: one way mae of this cituntion would have been to incort a baffor betwoen, 
the director/producer ond the rest of the unit in tho’ fois ‘of a first 
a ascistant, ono ‘with ‘a loud voice! as the director put ite He had in” 
~ tact his associate producer vith this in mind, but since making that . 


a 


appointment the ctructure and size of the unit haa been toneiderably - 


altored pach that the associnte-producer rarely found that hhe.had the 


tino to btay on the floor. of the: cet to function as a: dla assistant. 
“ ne the latter explained eee | o a ae a 
oh I feature fhans,.1 when you have a winketee: ee is 
A, also the producer, you alco tend to have'an | 
".. executive ‘producer, an ascociate producer, a- 
production manager ami a production superviscr, aa 
‘all of whom are there to help carry tho weight of a pet ke, 
responsibility... In this case this hasn't really - ney Be 
happored. Apart fron (the producer) it really 
_.. needed someone with-the personality and the force 
. of experience to just lock it all tosether. It ~ 
. would have been difficult to do this even if I-had _ 
worked on tho floor as first assistant all tho tine, | 
bat then (the producer) could have cone to his first 
oct: assistant ond said,’ "This is what I want! and then 
© _ + Walked avay and rehearsed with his artists, which, 
. |, God help hin, he hasn't had a lot of chance to do, 
unhindered or uniatorrupted.s Te would then have 
been ablo to come back after forty-five minutes with ; ee 
_ , , the whole cet lit, with all tho crew standing by 
‘vy "  qudetly for a‘rehearsal. I en used to working ina | 
("| gituation whero you have an area to work in, a script, 
‘and a plan of tho actions and moves; the set would | 
mot be Lit yat, but the director would then co throurch 
‘;, the actions and the noves and. the dialocue for the 
crew and then take the artists off to worl: privatoly . 
with then, while I, as first assistaut, work.with the 


ae. | lighting. cancraman and the art director to cet it all 
bis © oe ne e. Then the artints and director come baci, do the 


sy 


“hk 
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uieantaaee spateiaries sin incon do einad chock ~ and 
then bang; you shoot it. That io the systen, which 
45 inflexible in its own way because it has been worked 
out throuch forty years of Eng¢lich feature productions, 
but it works. ‘There is no way that that sort of thing 
has happened here beeause the sets are real locations, 


one day we've had to use one eysteny another day ve've 
uBad enothore 


Day _seventesn Saat 

In contrast to the nine scenes which had been planned tor the eneviegs | 
day, just three vere planned for this day, one of vhich gould deal with. 
. the birth of tSandra's! first child, with the other , covering the | 
girl's sterilization following the birth of a second child. . nabs of these 
epicodes would appear in part two of the film, and ‘both are examples of | 
oa complicated series of events which the director was hoping to be able 
to cover dn that part of the fin. In fact, the director wag well . 
aware ofthe potential probles. of compression which could orice in pare eae 
and ke was pestscrrey soueorhed to avoid tho production of a nontace, 

. rather than a ‘sequence of events. Having viewed all the rushes to date, 


_ the fils WAG, however, looting tiore Like a series of Si beanncetad ovents . 


; than a pequenhiatly: organised story, even though it was felt that the tinin | 
- actress was puccossfully naintaining, the continuity of the central» | 

: characters This was another of the problens which the director was 

having: to cope with indepoadently of the day-tonday orcanication of the 

: unity and in ‘addition to the other ‘problons which the previous day had 

; gonerated, he had alc hod to. find ‘tino to diocuca the nontaze vo nequonce 


mpestren with ame editor, who had travelled up to ee on that sane) 
we daze 


ae The fact that the filn was in dancer of becoming a montage Was aesie uted 


: to three main factors; firstly the use of roal locations meant that tho : 


> unit bad often kad to move into a new location, cot up and film the poong, 


and then move off again fairly quickly, ¥ilming had, in other words, . 
to conform to the strictures feponed not enly by the Linited size of 
sone locations, but also to thoir availability ~ the pubs only had linited 
_ opening houra, and there was a Lindt. to the azount of disruption which 
* could be caused within a working hocpital. Secondly, the director wan 
having to work within the corrolative codstraints of tine Anponed by the - 
schedule itself, which meant, for example, that thane’ was a Linited — 
anount of availoble tino. te fiin establiching shots of different locations ee 
‘which could link then to other locations. Thirdly, tha. director folt that. 
the script wa to some extent at fault in this re spect insofar as | 
there were few verbal: crosno-referencese In a conventional.’ eens new =: 
Saracies cany for example, be identified and linked to the narrative - 
4 through the dialogue. Co a new character as far as the audience is 
concerned. could be identified as an cld friend of ‘Sandra's! by having 

’ hor say conethings like 'Ch, hollo Sid, I haven't seen you since the 
weddings" this was of course innosaible since the girl had no aanieca: 
ac such, 60 one of thodltornatives was to have a new character identity 
. his or herself, The script had, for instance, used this ploy to — 
“introduce the girl's social worker, since a nurse at. theo VeDe clinic 

asks hin if he 4s a relative of ‘Sandrata' to which he replies, "No, no. 
{'m tho social worker. I nade tho apnointnent.' In less official 
 circuistances, howaver, it would be unna tural. to havo characters | 
Adentifying thonasclves in thin way, co tho director had discussed with | 

the editor the possibility of compensating for the leck of verbal 
continuity through the types of cut which could be made. . (The use of 

fotos instoad of straight cuts could, for example, give a mioother - 
gndication of "tine paccing', and the uso of the technique of cross~_ 
cutting to and fro botwoen different scones could help an audionce to | 


 gaeatify referents.) 


_ 
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The concern ‘eat ; the film WES not eaigenins to rn convention of a 
sequential narrative han, however, to be set against the idea that DUNT . 

was not intended to be a conventional drama. As a drama-docunentary 

it vas tending at this point to bear the inprint of the form of its 
cources; Candra's life had been, relayed to the producer as a series 

of events rather than ‘as 2 neat, conclusive story, and that was how - 

|) dt wan being filmed... Having finished the film, the producer vas later . 

to. rationalise this further by paying that. the differonce between | 

conyontional drama, real life ns ito reconstruction laid precisely in’ 

_ the fact that Santi tent drama is conclusive whereas real, life is. nate 
‘Furthermore, much of the point of po Y was to show how comeone who could 

- not fully, interrelate with cursounding events or their perpetrators | 
‘could therefore becorie. their victins. If the film was to: core ena 

taking Sandra's point of view, or vas at least allowing for the 

poocibility of her having.a point of view, then part of its Job as a 

drama docunentary vas to reveal tho incenelusivencss of real life, and 


part of its job as a reconstruction of fandratn life was to reflect her 


ndditional and dinthetical difficulty in even makinr renee of events 


For fandra, life was a montage, rather than a sequence. 


A good example of this is that having had two (illecitizate) children, 
Candra wan sterilised without her direct permission. A decision which 
would directly affect her Life had, in other words, been imposed upon her 
“qyithout preparation or explanation, and locking this information the 

firl had boon left to draw her own conclusions. The euccestion of 
sterilisation had actually cosie from a hospital consultant, and hin 
discussion of tho idea with Sandra's mother was the cubject of the first 
-geene to be chot on this seventeenth day. . 


Tho-location for all of the day's shooting was another hocpital 4, 
Rradford.called Cts Lukes, and the firet scene vase ehot in ito antosnats, 


| | Se ABS 
clinic, Thore vas no particular need to establish the fact that this : 
was a hospital by chowinc nane-boards or by having nurses walk by, since 
the area chosen for the action was completely finished in clean white 
tilework, and a nuaber of washbasins with hogpital-style elbow 
operated taps would be in ghot. “The consultant also vore a white coat . | 

‘end vas referred to as tDoctor! in the dialogue, 50 the director felt that 
’ . gall this would cnavade: the Aiaaoios with cufficient information to be able 

to. draw the appropriate connotation. ‘For a veleone change, chooting this. 

- ecene proved, to be a ssooth, unproblematic and vory rapid operation, : 
with the tConsultant'a! performance in particular being Judged os 
toxcellent!. The dialogue wan almost exactly that civon in the script, 
and it indicated that the ‘Consultant! was strongly advining “iother' that _ 
the sterilication should ree) ahend, even thouch the latter rather , 
: grudgingly accepts tho ideas (Mlothert was one of. tho few ayapathatio. 
charactors, and hor death vas intended to bo understood as a najor blow | 
to the girl, co it was important that sho chould not be directly blaned 
; ‘for the decision to oteriliso her doughtor.) "Hother's! tngurtainty i 
‘vos indicated 4n the lnat fow lines of dialogue: — | 
| “HOTIER 


You're right, t lmow Psoutee righty 
it's just oeoe ay 


CONSULTANT 
I lnow, I know. Nobody ken doing ~ 
this, least of all mo. But somotines 
there's no alternative, 
The setting for this ccone neds however, been plichtly changed oo that 
7 cuggected by the ceript, for it had originally been set in the 
; consultant! office. By cotting tho scene in the voriding environnent sé . 
vhat was pocaibly an examination room, and by directing the "Consultant? | 
id ‘to be washing his hands, the paattics connotation could bo drawm that 
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an the sotting ‘for this scene heady suevars: bean slightly changed fron _ 
| that suggested by the ccript, for it had originally been set in the 
consultant's office. By setting the scene in the working environment . 
of what was ponsibly an exomination root and by directing the "Consultant! 7 
to’ be washing his hands, the additional. connotation could be drcvm’ that 
Lhe had just examined ' Sandra! and thie could further objectify the | 


girl aa the passive recipient of tho consultant's opinion (rather than 
“ an active participant in tho decioioa-naling). 


» 


‘One minor technical problen had exten hore, and that was a pr eee vith 
tho sounds Both the actors had been fitted with radio-nikes because, of - 

the physical difficulty, of jatar ecaventlonnk: nicrophones in the 
restricted space, but os the actors disappeared around a corner ‘at tho - 

end of the shot, so the radio. pipnal weakened as it was: nastied by the 
fabric of the building. This was not, however, considered’ to be too 

ae vital and the scene vas wrapped in record tine by 40070 -in the morning. — 


. Tho next econo’ vas to. be cet in a maternity ward at the hospital, shows a 
‘Sandra! boing visited by her erates having just hod ‘Phil's! baby. 
Unfortusately, the rapidity with which the previous ccene had been 
| completed agcravated a nistaka which had been made over tho time at. 
which the unit was cuppered to arrive at this cecond Location, and tho 
“bed vhich 'Candra' was coing to use was still occupied by a cenuine 
“pationt. An enforced break of one and n half hours consequently | - | 
' followed as the maternity vard completed its normal noraing routine, ant | 
the unit was not able to start eas until just before ee | 


This pcene would remain witt ida the structure outlined in tho script for 
the finished film, coming iemedintely after 'Thil's’ arrest, and 


innediately before the ceene showing Mother" lositing after the baby 


. at horice of -therofore had ceveral purposes; firstly to confirm the ra 
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‘that tphilt had boon cae to prison Undicated in the dialosue), 
secondly that the girl's life vas beconing nore and more wicatisfactory 

(her relative isolation and unhappeniness could be inferred in — . 

comparison with other worion in the maternity ward, who were being 

visited by their husbands), and thirdly the scene served as a connective | 
with the following ecene insofar ao ti explained whose baby it was that 
Mother" was to look after. Filming the scone raised a number of enol 
_problens of details. the director wanted the main shot to be fairly. 

tipht to indicate that the conversation between the ‘wo women was | 

subdues and intizate, but this had at leant two technical inplications. 

, Firstly, tha framing vas thorefore quite critical which meant that’ the 
actresses had to eer thelr movenents, and especially the movements of” 
their hands. Apart from tho fact that this constrained (Sandra's . 
gesticwations (which in a deaf person tend to be more expansive), it also 
neant that an audience may not have been able to see ‘Joan! ‘nudging 

Sandra’! to attract her attention when che vas looking away frem her : 
eistere ‘Tf '"Sandra' had then turned around to follow her sister's 

- gonversation without the’ sudience having seen the nudge, it would have 


been PEGETe to draw tha eeera en that "Candra’ had heard her sis ster, 


which would obviously have been an error. Cecondly, the actresses had 


been told to talk quictly.in. order to caphasise the intimacy of the | 
cituation, ond thic meant that the sound recordist had to place his 
microphone relatively close to the cubjecte, er at least as close as hoo 


 gowld civen the canera's field of view. This in turn meant that his 


: microphones were nso pict cing un any othor local sounds at a disproportionate | 
volume = particularly tha. rustling of the bedesheets. ‘Since this | 
“pustlins wag a rolatively highefrequency cound, it would ‘also tond to bo 
repreduced by an averaga domestic. television recoiver with rathor more 


; clar ity ard volune than ony. other local sounds. in order to get rod 


— - 


this, ‘Joan! was therefore given a mall condenser microphone to vear | 
very close to her throat and was instructed to wiloper nore loudly, 
thourh not so Loud that it counded like a stage whisper. Similarly, 
another condenser nike was pinned to ‘sandra! s! ‘pillow and masked from 
the camera by ne ‘cant sit a little more forward than she had been 
doing. "4 


A nunber of chort anak: were also introduced by having to watt for 
‘clouds to Fexe) by outcide, since the lighting soteup here was cinilar ae - 
that for the eset ‘Consultant! seene describad above. Otherwise. the 
chooting of this scene followed the normal pattern of es stablishins shot, - 
roverses where necessary the cutavays = relation to eyelines. Here . - 
MSondrat ‘Looks past 'Joan! at one point co that the audience can be a 
given a cutaway of another lady dn the ward vho is being visited by. ees 
husband.) The last ccenc of the day would agin be used in the finiched ‘ 
film in the pane way that it had’ been planned in the covipt, and thin 
would Bina \candra! ina hospital bed again, but this tine abouk: a year . 
latory when ‘Joan!’ is explaining about the plore tications a | 


This eibaie alco corves. as an. example of tho diroctor's edition of 
troall Feality' into 'filn reality’. Just ao ho had folt that telling 

the audience that Sandra had actually been engared to Tan at the tine of - 

“the pearring incident vould result in on ‘information overload’, x9 vith 

, this scene the audience is not told that the real Sandra had ankae hor : 

urists after an argument with Phil prior ‘to the sterilisation, Tho. 

o adrector had nevertheless. told the actresses about this, and there van ) : 

 gome rucrestion that the ccene chould - involve come ambiguity over es 
- what 'f fandrat. was to bo upset about (i.e. vhether she should be upset - 

3 about the oterilication or the S wricteclaching). Since fac audience 
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vould have no way of knowing about tho girl's attempted ‘guicide, any : 
ambiguity in the way the scene was played would have, therefore, to be 
attributed to 'fandra's' failure to understand her sister's explonation. 

“tt vould be ponsible, for example, to infer that 'fandrat had thought her 
baby was to be aborted, that che thought che was, indecd, to be 
sterilised, or that cho had failed to understand anything at all. 


The ccene itself was chot with an establishing two-chot and two cutaway — 

close-ups of either woman after. cone delay as the unit waited for 

gonuine viscitors to leave the other ledies in the working post-natal wards 
There were, indeed, five genuine Indics in this ward throughout the 

. fiining of this and the previous scene, all of whom had’ given thoir 

poratesion for the Galt to work there, and all of whom - with tho. 

exception of an Indian Indy ~ found the experience enjoyable and’ ‘fLfointly 

cousing. Tho imposition of the f1Jn upon. treal people’ like- thin; and 

the vagaries associated with the use of rool, locations were still, 

however, causing a certain anount of dissension onong the crew, even”. | 

thouch the director was simply carrying throuch hic resolution to be cae 

to his cubject. As far as the main actress was concerned, che had folt. 

that the Inst two or three daye had really enabled her to become the pany 

ond was taking the internal problems with a pinch of salt, even thouch 

‘ietre petting protty close to tho knueltle at times.’ It must be 

reiterated, however’, that the director's responsibility wus more videspread ¢ 

and he admitted that hin relationship with the crew had. ‘been rather 

lecs than perfect over the last few days and that a mutual confidence: 

needed to be restored. 


: Phil! had disappeared nround about the tine of "Sandra's! sterilisation, 
- put within a year che had met the man vhon che was later to marry. Her — 


first encounter with this ran vas the main subject of this day's fiining, 


oe the wsinede vould eventually be placed inzedinately after the a 
‘sterilisation’ ccene which had been filmed at the end of the previous 
Apart from introducing the nev charactor of "Ray', one of the nain 
purposes of the scene was to illustrate Sandra'a powers of curvival 
and her ability to bounce back after tho troubles associated with living 
with "Phil', for the central action of the scene involves the eirh 
joining in with a stripper's act at a Jocal pubs an action which at the | 
tine was only intended as a picco of adventuroun abandonnente. In the - . 
wider context of the film as a whole, of course, the girl's inpronptu o 
action could bo taken as a clue towards hor future career an a prostitute, 
and the director was later to include the inseripted and prophetic lino 
‘which 'Cross-eyed Anne’ had delivered on 'fandra's! return fron the pub's . 
gtages "You could do that for a living!! 


. Another city-centre pub was used as the location tor this scene, and since! 
it regularly staged a otrip-tease show it already had a mall otago ond 
various sipns outside to advertise this attraction. Very few propa were 
thorefore necessary as the pub could be used practically as found, but it 
did require a complicated ui neteup. An extra lighting technician 
had in fact been inported from Elstree for the day, and even then the 
Lights took a good two hours to prepare since at least five extra spots, - 
were used in addition to the standard blondes and redheads, and soma: 

large polystyrene reflectors had to be Buspended from tho celling. 


- The main actreso had always been distinctly uncertain about this sceno, 
since che was ostensibly being asked to do a strip in a real pub in front 
of a real audience, but in the event a number of different methods wero 
| employed to help her. In the original script, the professional stripper 
was described as o "thin, whey-faced girl, with no sense of rhythm and 

| 22 little pex-appeal! and the main directions were ag follows: 
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The STRIPPER finishes her act, and runs from the stage/ 

platform to tho accompaniment of boos and shouts of 

disapproval. SANDRA ptands up, and pushes her way 

‘through to the stage/platform. She starts to perfora 

an impromptu striptease. Despite her deafness, she . 


hag a natural sense of thytha, and she strips with 
flamboyant sensuality. Tho audience cheerse 


The actress would, therefore, have had to co up to the stage on her own 
and perform an appreciably more satisfying strip than hor prodecessor$ 

che would, in other words, have becn expected to make a more ‘professional! 
job of it than the real profesional. All this WAS, however, subtly changed 
for the shooting iteclf, partly in order to help the actress, and partly in 
order to make the ccene more crediblee The stripper vas actually ® highly | 
professional drag artiste who was an accomplished handler of hecklers, co » 
- was able to generate o bawly response from the (real) crown in the pub — | 
vithout invoking the rather nore ill-tempered response ‘that the crowd might 
have had to a bad female stripper, Insofar os his act involved a parady of 
female sexuality, alnost anything which the actress might then do would 
theoretically be more interesting, so it was no longer dranatically : 
necessary for the actresa to remove very much clothing. Furtheriore, "candra! 7 
yas chown to have been goaded into coing up to the stage by 'Cross-eyed 
Anne’ more or lees as a dare, and sho thon joins in with the drag artints 
who plays along with the girl cuch that the event as a whole becomes More of : 
a good-natured joke than the more sorious demonstration of "I'l1 show thon 
how it's really done! which could have been connoted by the original cerint, 
“fhe fact that the drag artisto had stayed on the stage with the actrens wag 
7 at first felt to be "too much like a double-act' by the director, but it had 
actually seeaed to work better like that so the action was retained for the 
takes: themselves. | In the event tho actress only stayed on tho sd for q 
very chort time, and only stripped as far as her bra and skirt, co many of wat 
£ previous fears turned out to be groundless. Tho main intontion of the action | ) 


"vas nevertheless felt to have beon rotadnod insofar as it denonstrated 7 
that 'Sandra’ had the spirit to cet up and do the inpronptu tirip in tho > 
firat place; tho extent of that strip having becona relatively inmaterial. 


On *fandrats’ return to join 'Crosc-cyed Anne! at the bar anidat the applause + 
of the crowd, a otranger comes up up and congratulates her, as siding hoz if che 
wants a drink. This in 'Ray', and his interest in the girl has evidently 
been aroused by her strip (indicated in the dialogue) to bo consummated — 
lator back at his flat (the next Scans phous: the couple in bed). Since a . | 
SRay! wan to becone 'candra's' husband, the director had wanted to 
foreground hin without losing the connotation that 'Candra! had never net - oe 
hin before, so in addition to the chot of him talking to the girl at the 3 
bar, 3 shot had also been taken of hin entering the pub on his owne. This 
chot would actually become the opening shot of the complote scene, co its 
imaediate purpose would Ey, be to establish the location of the pubs | 
using tho unidentified man as a means of entry. Maving inter eotabliched 
the man hinself as a participating character, the theory was that the — 

: audience could then refer back to this first chot for further clues: 

(4ee. that he was alone when he cane in, and vas poasibly already looking 
‘for a girl to pick up before he saw 'Landra'), Tho shot itsolf was technically 
 spinost. impossible’, as the cameraman caid, since it started outside in tho 
- gtreet from where the hand-held camera was tracked backwards, ‘into tha — 

say downstairs, and then panned and tracked backwards through the crowd - 

ao ‘Ray! walks to the bar, All this was taken in one continuous chot, with 
ae cameraman having to open up the apperture a full eight stops on the 

way as he moved from daylirht into the rolatively dark interior. Although . 
; this shot would become the first one of the complete scene, it was actualy 
giined as tho last shot of the cay, and by that tine the pub was full of. 

- yegular customers and onlookers, so the chot was made even more diftiout 


for the Cea as poople inevitably bunped into hin during the takes. 

The fact that most of the people in the pub wore treal! raised snother: 
side-effect of filming in real locations. Since ‘candrat was supposed to - 
have regained her confidence after the sterilisation episode, was becoming — 
more adventurous and perhaps more promiscuous, and was certainly ivoquentlue . 
rather seedy pubs, tho wardrobe department had decided to give both her 

and ‘Cross-cyod Anne! soto rather flashy white coats. These were correct 7 
for tho period (1971) and were not identical, but because the wardrobe, 
cuporvisor had not had tine to check or alter the stoked which the real - 
customers in the pub were wearing, she-had not realised that their clothes 
were predominantly greys and browns. The two actrosses therefore tonded - 

to stand out in contrast to all the real people, and the director had felt 
that this would impute a slightly different meaning to the scene than that 
which had been intended. ‘he relative flachiness of the two girls could, _ 
for example, havo anticipated ‘candra'a! role as a prostitute with rather . 
more force than was intended at that point. Given the anount of tine. 
availnble for this scence, the director nevertheless decided to press oh 
without getting the coats changed, although he did ask ‘Sandra! to remove: 
hers before walking across the floor to the stare. | 


Three more scenea had originally been plannod for this days but the entire 
unit had had to vacate the hotel for tho weckend because of an unavoidable _ 
clash of bookings, 50 the afternoon of this eighteenth day had been reallocated 
as a ‘travel heaot poriod, which meant that the extra three scenes had to be 
postponed until the ae week, 


Days nineteen and twenty 


‘This ¥ was the first full weekend's ‘wreak, and marked a uéicons rospito for -. 


ell concerned after a difficult veces Host of the ‘London-based crew 


returned home but the director and some of the other members of the unit | 


stayed on in Bradford. One of the director's continuing concerns was the | 


relationship with the original fanily, and he went to sce the sister 
coveral tines over the weekond to keep her up to dato with events. She. 
was reported to be far happier with the proceedings by this stage, ; 
having recovered from the initial shock of receiving reports fros friesds. ; 


about the various locations in vhich the unit had been filming. Sondra 


herself had beon seen coveral tines during the last weeks near the 
different locations, and her cinter had found it difficult to balieve the 
girl's reports about all the people and equipaent which neened to be © 


necessary to film hor life. (The roal Sandra had actually cone up to tho -_ 


unit while thoy were fLining at the Labour Exchange, and had poedcnaturedy 
checked over tha actress's mete and clothes.) 


Huch of the rest of the disectoe'n weekend had been taken up with checking 
the following veek!s locations, including a third elty-contro pub uhich | 
would be used for a fight ccene and for the Shabby can! scene where. 
Sandra’ had becone a full-scale prostitute. le had also reviewed sone of 
the rushes, and had decided that sone scenes night have to bo rowshot if 
there was time. The original ‘Consultant! econe was not considered, for | 
| example, to be particularly satisfactory because of tho dialogue and song 
‘technical problens with the framing of the actore’ faces, and the 'Conlnan! 
scene (where "Baby Sondra’ wan supposed to be oblivious to the sound of 


| cate coal belng ee) had simply not worked at nll because of the | 
baby" reaction, | 


bay twenty-one 
After weekend's broal: the director end crew had returned to atart 


: nother day's shooting considerably rofroshed, and many people had | 
decided to rationaline tho difficulties of tho previous woels in mee of 


cree 


‘the problem of pinay eee out how different people liked iy ores: Many . “a8 
of the internal stresses and strains which had been generated within tha | 
unit were also furthor alleviated by this day's shooting, which turned out. | 
to be far more straightforward than sone of tho other days had been. 

Three main ecenes were to be filmed, Sige a pick-up of the 'Coalmant scene eee 
which had failed to work beforee The first of these | was to be a : 
reconstruction of Sandra's wedding, and as the ceript had suzgested, this 
scene would form part of an extremely compressed sognent of the finished. — 
filn in uhich 'Sandra' would first be shown neeting "Ray! after hor strip. 

in the pubs She would then bo shown in bed with this man, and this would 

be imniediately followed by the 'Pre-wedding’ scene showing ‘Mother’ and 
tJoan’ getting ready and then the wedding itself. Since this series of . 
eventa wan 50 compressed, it was felt to be important to signify the wedding : 
as clearly aa possible, ond to rake cure that ‘Ray? vas identified as the 
man fron the strip scene. The wedding was consequently handled in rs vory 
conventional manner, chowing relatives, friends and people tal:ing 

photographs and throwing confetti outside a registry office (uhich won 

itself identified from a sign-board outside). 


There was sone delay in starting the filming, eince the make-up and woniegus 7 
departzents had neoded come extra tino to prepare the relatively larce 
nurber of actorn involved, and one actor had been involved inacar 
accident on the way to the hotel which had delayed his arrival on the beat, | 
| Cnce the scene had pot under way, however, the caneranan took some ontabatehing 
: hots of the registry office's oxterior with the doddtnne” party outside, and 
, | gone closeeup hand-held shots of the individuals concerned, aes surg that 
' tRay! in particular could be positively identified. - 


‘ntother"a! illness, which had ees denoted in tho tprewedding! ‘scene ang 


reinforced through sone dialogue at the wedding itoolf, had finally led 4, 
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hor death during that ease year (1971), and this waa to be signified dn 
the film with a scene of her fimeral, . _ 

The funeral had been scheduled for the same day as the wedding ence 

both scenes required much the cane cast. The director had found a 

cenotery hich up on one of the hills on the outskirts of Bradford to 

serve ag the location, and this particular location was one of tho very. 

feu which had been chosen as mich for thoir aesthetic inpact os their eit: 
authenticity. It won in fact a physically stunning place, with a forest zt 
of almost eatenic Victorian montwaonts looking down over the city of 
Bradford, lying 4n its hollow below. In tho establishing videshote of _ 

the funeral, it was thorefore possible to relate *Sandra’ to the city 

in which che had spent all hor life since the Exeater part of the city — 

; would bo vinible in the frame behind and bolow the girl as she stood by 

the graveside, providing, that in, that the distant city would bo 

resolved by the average domestic television set. Sone care had -_ be : 


‘token in obtaining such a chot, since the cameraman had to avoid fining 


the new Dunn Sports Centre which vas just visible on the opposite flanis 


of tho Bradford basin ~ pince the scene was set in aes that building - 


would have been an anachronisa. 


A nunbor of special preparations had te bo mada for this scene by the 

- desten department, which included supplying flowers and seanthie ia 
 girlated grass for tho edgen of the frechly dug crave. Two of the 

"props nen had been out to the cemetry earlier in the day to dig this grave, 
put only to a depth of about eighteen inches, since the canora vould not 


be rocking, down inte it at any point. 


As for es the make-up end wardrobe doportnents wore concerned several 
_ of tho actors could vear tho cane suits for the funeral which they had - 
- . worn to the wedding, although the three main actresses ("Sandra’, 'Joan? 


AA 


and ‘Auntie Amie’) had to be resade up and drennod for the parte Aminor 
panic had nevertheloss occurred within the wardrobe departauait because . 
at had been discovered that there was no eurplico for the elergyzan to 
weary ond an urgent request had to be made to Yorkshire Television to 
supply one. The surplice which subsequently arrived. turned out to be 
a Catholic one, co tho diroctor then had to en that the service which 
the actor was to roed was alco Catholic. In the end the Church of 
England corvice was the one which was actually read, bocaucey as the . 
director explained, 'it's shorter.' 


Like the wedding, shooting this « scene proved to ‘bo relatively otraightforvand. Le 


Heithor of the scenes had required any artificial lighting since they were 
both extoriors, and for the funeral there was virtually no dinlogue except - | 
for the clergynan's service ~ for this the actor was equipped with oa radio 
mike so that the sound recordist could keep well out of the “a for the 


wideshots. 


The director nevertheless had to ensure that a ane of veins were made 
within the scone. Firstly the audience had to be told whose funeral, it 
wass even. ‘though this might have appeared to be fairly obvious, co a bis. 
. close-up was made of a card on one of the weeathes to confira that it was 
‘Hothor's'. This shot would also be used to cover a jump in continuity, 

- gince in the finiched filn the picture dissolves from the card to the | 

. Jast chot of tho ecene, which chows the family walking out of the Cenetry, 
J thus linking that chot with o previous one of the fanily still standing 
by the graveside. Secondly, Nother’ had been prosented as one of 

‘2 tsandra'o! very fow allics, co her. death could only vastly inerease the 
. Girl's isolation, The director had consequently concentrated upon . 

. extracting this sense of Crief ond isolation fron the main actreastp 
perfornance during her close-ups, and he had cpent sone time quictly 
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The clergyman is fitted with his radio-mike 
for the funeral scene 
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” telling her how he had ‘folt on first realising the full inpact of the. 
original girita enforced exclusion from the normal world of hearing eagle? . 
in order to help the actress to feel her way into the required moods | 


One Last. point to aikea about the funeral scene in that ‘candrat a! husband | 
wag noticeablo by his absence, or at least that wan the intention. Ona. 
dranatic level Ray'a! presence here would have undermined | ‘Sandra's! 

‘ snolation, but in fact he would not have attended anyway pince the” 
marriage had already begun to turn sour. An explanation for: 'Ray'a! 

_ absence could therefore be sought from the information given in the . 
. "Shabby man! ‘Beens (described below) which vould precede the funeral, or 


froa the ensuing scenes in which 'Ray! s' Eero with 'Cross-eyed — 
Anne! is reinforced. ey 


Tse picl up of the 'Coalmant. econo vas hot Bera only this tine without 
the coalmane ‘The problem with the first: version of this scene had been. 
that the baby had kept reacting, or had appeared to react to the coalman, | 
which, totally destroyed the point of the scene. Tho director vas ‘unwilling 
to serap the ecene altogethor because that would have affected the pace 
“of the fils at that point, so another coven tokes were made back at the 
original hoiisecin an atteapt to make the scene work. 'Baby Sandrai wag 
" suhoeled up the alley in hor pushchair as before by 'Mother* and Muntie 
4 Anio! ». but this time tho women's concern about the child's possible 
deafness vas denoted through coue ad-libbed dialogue referring to the 
| ‘Jug treak! scene. The child was no longer, in other words, having t, ° on 
“to react to the eound of ue coal. being delivered since the infortiat{ on | 
had been transferred to the dinlogue. Neither the actress nor the. 
, _ director were convinced that the adelibbing sounded sufficiently ‘Ratural,. 
however, and given the pressures of tho day's ochedule the scene vag 


‘eventually abandoned, ond neither this nor the original version Were gyer 
useds. | | 
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The third main scone of the day was the 'Shabby man’ scene, which would. 
provide the first clear. indication dn: the fin of ‘Sandratat prostitution. 
it vould be ‘placed after & scene ehowdng 'Candra? at hore with her new 

(and alreody recalcitrant) husband, and imediately before the funeral | 
‘go the main inplication was that the Prostitution was Linked to the 
marriage. - . One of the major ‘points which the director wished to make. 

here Was that not only had the narriage itself turned rapidly SOUN» but . 
‘that it. ‘was 'Sandrot ot now. husband who had plished her into prtitution 
before fe marriage, even * though at could be argued thet the seeds had , 
been sown beforehand, and .the IShabby, nant scene clearly stows Ray! 
‘acting as her pine In fact, the inplication is that this had econo 

normal raética, since tho business of. negotiating with the punter (the : 
Shabby ‘eon is carricd out in a bored, businesslike manner by 'Rayt and. 
“asendra! hersolf shows no partioular surprise at this. Furthermore,’ the 7 
girl concludes the business with "Shabby man! quickly, efficiently and 


4 


without enotion, which Was intended to inply that she had become used to ‘ 


guch encounterse 


: The ecth itself. was pet in a needy city-contre pub. againy and ‘Sandrat, 
inay! and the ‘Shabby ron! would be chown carrying out ‘their business 
while having. a drink there with "Croso-oyod Anne’. | ‘Tho. latter's prenenca 
yas inportant for. two reagons. Firstly "Ray? could then. be shown as — 
paving a relationship with this cirl vhich would prepare the audience 
for a later‘ scene ‘whore ‘andra! discovers then together. (the. 'Cafot Bceng), 
The fact that 'Ray! involves 'Croso-eyed Anne’ in an intinate conversation 
while his wife 4c round the back.of tho pub vith the punter alco serves | 
. to. reinforce tRayt st rottenness and ‘Sandra's! isolation. ‘Secondly, it. 
. would. Probably have been gratuitous to show all of the action between | 


ves 


. and the "s Shabby 1 nan? behind the pub, so one method of ens 
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with this was to intercut botwoon that action and af simultaneous ection: 
within the pub. If that interior notion had simply chown 'Rey' Metaleens 
by hincolf at tho. bar it may have been. easicr to infer that he was 
thinking about teandra' y . whereas — having hin talking to iGecaeayel:. 

‘Anne! while ‘Sondra’ vas outnide, it in easier to draw the conclusion that 
he could fe care less about his wifes . | | - 


_ The director had viektnay reques sted that this seene should be treated ‘as 
a. low profile: operation sinco ‘the content itself vas ‘Uk ely to scisnet 
the attention of onlookers, and the prosonce of he nusbers. of crow-nombers 
would only aggravate thins He did not, in other. words, ‘vant. tho ‘pub to be 
full: of ‘people since 4t vould then be very. difficult to stop then staring a 
at, the camera or the actorse This probles had not arisen to the ' cane o 
extent uhile fining tha ‘strip! eceney since tcandra! was punnenad to be 
: the centre of attention thero, vhereas part of tho: intention ‘in the: 

'Shabby can! ecene wan to Seply that the action was not, particularly 
extraordinary: for either the protagonista or. the other people in the sis moos : 


. zs) n order to maintain this low profiie several further precautions j were 
‘leo taken on a technical level. Ap on ‘interior night nceng the pub bad to oe - 
bo Lit, ‘mt to avoid the obvious: intrusion of the normal Lighting ase . 
all the pub's oxisting lights had imply been uprated with some nore | 
powerful bulbs. Sinilarly, Anatead of niking tho actors with a boon» 
microphone, ‘the sound recordist had taped a directional microphone out of 
ight bencath a table end vas ‘alco using two radlo-nikes. Cno of these had: 
been taped bencath the table at which 'Ray! ond the ‘Shabby tan! would 

be sitting, and the other had been attached out of sipht beneath ‘Cross. 

eyed. pane! o! setptiings The pound recordist hinself then cat at a table 

02 oe other cide of the ab with tho Nagra hidden beside him such that | 
dt was ‘not immediately obvious that he was anything to do with the actora, 
. The catera itself P could not, however, be so easily ddagutoad, co during | 
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the takes: thenselves those customers who vere in the pub wore teorectiy 


engaged 4n conversation by various monbera of tho crew in omter to stop - ae 


ther staring tovards the action. 


In the event, the real customers wore ‘fairly disintorested in the proceodings, 
and at least one croup concluded that the unit wan recording a pleco’ for a — | 
radio programma about genous public housese Afothar: group realised what - ‘ | 
tho content of the scene was immediately, however, and offered a number of: a 
ugceations cach As that the ‘Shabby man! oucht to have had niceotine 
ntaing on his fingers;. ono old lady commented on how 'mart and protty' 

the main actress looked, which was a little sindorydee considering that 

a) sandra! wna eunpbaot to bo looking particularly hard and unglomorous at 

the tines | | 


Three re fats were nado inside the piaby one of tray! negotiating with the ; x 
punter with the inprovised dialogue, ‘Three poun! - you pay hery right?', | - 
ono of hin talicing with Teroesseyed Anno! at the bary and the: last one of 
‘sandra! returning fron outside with tchabby man'. The unit then moved | 
cut into tho alloy behind tho pub's toilets to shoot the cubject: of *Rayto! 
nogotiations, and hero artificial lights vere needed, 50 8 blonde had bees - 

sat upon the roof of the toilets, and two hahd~hold 'Sun-pums! used te” 

poost the Light coming from the toflet windows. ‘The actracs had had. 

gone difficulty in stumbling over the uneven ground behind the pub with her 
elients but the director had been particularly iepressod with this Since” . | 
the real girl tended to walk rather unevenly. ‘The faction itself VWs 

re paleo felt to have been cultably convincing, although it was acconplichod 

. ‘petweon a few tits of giggles, and ‘the scene was eventually wrapped by — 

. about half-past eight-in tha. evening ~ ees that. se the ‘soheduiog 

rootering for the daye 
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Tho fact that the day had finished on tine is significant, since the 
sinstine ‘had generally been carried out according to plan in several 
different respects this day (in contrast to the previous weeks) which 


helped to further snprove the atmosphere within the unit after the 


: veeke ndi's break. Some of tho nore rigid lines of demarcation had also seers 


- _. been relaxed, which can be taken as a sign of increasing organic unity 


or. teamwork among the crews Even dn. his capacity: as Liphtin on eaneranany , 
“the the cameraman would, for exanipley: nlvays at least acl: for the. Lighting 
‘cupervisor'a pernicaion boforo hoving a lisht, but in filning the action 
‘behind the pudy the Lighting technicians had taken ‘the unprecedented otep 
‘of sugenting. that poacone other thon a nenber of the Lighting _ 
“department should operate one of tho ' guneguna’y a gesture uhteh vag ° 


| : conaiderod to havo dtectpated « pome of the latent tension within the unit.” ae 


es Hentintue a; s | os ; a o , a = e 
| scondrat a! marriage had eventually ended in divorce, althouch. che had 

= continued to support. horaolt aftervards ao a prostitutes During this | 

f ‘period the cirl had contracted both Syphilis end Gonorehdca to add to her 
ninfortunes, and it was this information which tho director wishod to “ | 
; include in the first ¢ scene to ‘be ‘filed this days which was about O 

| noting batwoon "Sandra! and hor ‘social worker at a Venereal. Diccaco | 
Clinic. Host of this information was to be civen in the dialogue: as tho) | 

pocinl vorker talkn to tho girl as she waits in the clinic's ‘waiting 

: ; LOOT s ‘First of alla nurse ‘Btopa the social worker on his way to sco tho 

cirl, and he introduces hinself to her (and the audience), and: thon the : 


nurse voluntecrs the information that the al had been to the clinic 
| bofores 


oe  ABL 
" WURSE : 
the's beea here before, you Imous 
"SoC TAL VORKER 
Yet, sho told Nee . . 
~ -WURSE 


She's been hore coveral tines, eyphihie. 
‘and Mone neons 


. SOCIAL, WORKER - 
Yes, I know. 
(mie NURSE poess COCIAL WORKER ‘eits benide SANDRA. He offers hor 
a cigaretts; cho takes it with a nod of thanks.. Pouse. SOCIAL 
. WORKER turns to EANIDRA 4 eaceria slowly and with Great scgibeen ates 
a “ EOCTAL WORKER | 
Does your - husband know you're coning hero? 


ASAIDRA' 5 ‘gpeech hao deteriorated badly; . nearcely cngthing she 
os cays is immediately couprehensible.) 


pins ees “SANDRA - 
He busbar. Divorces’ 


ayort £ pes ‘the information nbout the divorce and the steak {inece, the 
Amputation was al.co intended that the social worker has been nvolved in 

- Sandra's case for Borie tine, ‘but had perhaps lost track: of her recently. - 
‘gince he did not mow about the divorce. Tho third major piece of | 

: inforcation which the director wished. to put across was a further elue to: 
the girl's interior character the idea that as a deaf person she felt that 
' ‘hearing people are bent". Tho fact that she did not want to associate _ 
with other deaf people vas ‘also, ‘therefore, included in this explanatory 

~~ Gnterlude, vhich Atcolt represents the longest piece of eustained dialome 

: in part ie of ‘the fin, and ‘which was eventually to 3 run for nearly twice - 


2 os long as the “average scene. for ‘that section. 


PLATE - 2 ? 


15 
id 


ee: hme 
Pn AMR ae mn we 
hdr Ronn 
MOD tenon mht 
oe ee 


sd 


HERTF 
cy 
a 


asqt 
i} 


4 


Sandra’ waiting in the V.D. clinic. 


(Photo. courtesy of ATV Network Ltd. ) 
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The location was a genuine VeDs clinic, albeit a nale ono, po the desiga - 
copartaent had only had to. alter any signs uhich wore ‘specifically nale, 
and put up enough extra posters to enable the appropriate denotation to be 
nade: (cee photograph). The clinic itself hod, however, had, on unexpected — 
.Anflux of patients this day, so tho start ‘of. fining was delayed until 
nddedays the tain actrece had meanwhile been nado-up to look especially ; 
“tired and i, ‘and che had been caven none rubber-polution scabs for her : = 
face (the, actress had also been told not to wach hor hair froc now Ons 


since ‘ont of the recaining, scenes would: chow her ina ‘dilapidated ‘ptate). ‘ 


Aithough ‘the 'cociol worker" was: mippored ‘3 ba denitncls concerned about 
tho cirl, and the character had been modelled. upon the seicinnd man 
fron whon tha ‘diréator had obtained much of his cource material, tho ao 
Veockal worker's! concern wap also a professional concern, and tho director 
was at pains to impress thic upon the-actor. hen talking ta the nurse at 
tho beginning of the DCONey for example, the director instructed the actor 
~ not to bo "too holy and preetoust you are tiost ‘etesoated in: chatting=up — 
the nurse at this present moment", “and before ho started the conversation | 
with ‘Sandra! y the actor Wag told i this cort of situation would be 
rolatively commonplace for hin apa professional cocial workers (Don't | 
lay it on too muchy! he VOB, cnet tens: ‘or it will cound Like acting.* 


To cot ag far away from ‘acting! as ponaible Was & conatant eine The main 
- aetress, having lived with the original girl before the choot had started, 
would occasionally experiment with a sound or a tovenent which she had 
picked up up fron banare herself, ‘end the director would often Ancorporate ~ 
“these into a cence Here, for examples the actress had started to use oa 
‘De de do! pound which the oricinnl girl would use when considering on ; 
_ equivocal question, and this was repeated for one of the takes. Sinilarty, 
8 slightly fluffed Line was ‘often considered to be nore natural than a 


Re 
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perfectly delivered one, and genuine confusions or spontancous peeuncencon 
would often be incorporated too. In filming one of the takes for this ~~ : 
scene, for examples an accidental chance in the dialocuo cecsioed to produce 
tha connotation that the J Socicl worker" was inviting tcandrat to sleep — 

‘with’ hin, to vhich the actres so spontancously poaskods uhile still in 

; character, ina elightly tearing, okey manor. . This sort of event was 

actively encouraged by tho director, and he explained to tho (Social worker! ; 
. : that Itt pnod to cot auay fron the iameased of the ceript - ~ ou to: 
actually underotand what sho oe sayings! 


one mall ‘technical pecbies had ericen during this CCONG, hich was ist a 
reflection of the lights could ‘comotines be seen in the teocial vorker? af 
glascen, 50 the actor was asked not to ove into the arca whore tho, 
‘poflection would CCCur’s A potentially nuch preater tochnical problem had 
alto threatened the eceie: since Q full-scale . thinderestorn had blown up , 
outside which could have affected. the pound, and the electrical ay was 
. in fact la for a few minutes, which shut down the lights. . 


Three more ecenes were to be shined before the end of the day, nnd these 


yould ‘cover nost of the rocaining sections of tho in which dealt with 
'Roytat Eerat tous with ‘andra. 


“ 
Xoops 


‘The ‘tiret of these ehiowed the couple together at — artes “tha carriage, | 
with Bay! seated at a. table reading, and *fandrat cleaning up the kitchen 
tables ‘the ‘purpose of tho scene was to chow the girl taking a pride in. 
her honey and indeed her hucband (she pats hin affectionately on the head), | 
*Ray!y on the other handy wan ‘inotructed to ignore his wife and her efforts 
ms to keep the Place tidy, . and he io chow to continue dropzing cigarettong.y, 
 en-the floor. even though ‘andra! has provided hin with an achtroye ‘Sandra 
- nevertheless appears to bo pe ery ares nnd was told to lool: BMecnuay 


eo ABA 


unaware of her husband's irritation (che could not, of course, hear © 

that he had told her to ‘pics off'). This scone had originaisy been 
intended to follow tho ‘finorad” to reaind an audtence that oll vas not 
woll with the warriage ag preparation for tho ‘Cafe! Bcence The script 
‘had alco originally placed the 'Chabby man' scene mediately after the 
wedding, such. that an niienes would be asked ‘to accept the fact of 

*randra' st prostitution at tho hands of her husband having just witnesaed 
the ostensibly happy event of ‘the marriagoe Aga matter of Bestaricet fraty 
the husband. had started to uso ‘Sandra as a prostitute very coon after the | 


-° goarriare, but the director had cubsequontly felt that the juxtaposition 


of the two ccenes was too close, so the ‘at hornet scene described above 

was. eventually moved fron its original position and placed between tho 

wedding end the ' Shabby ane SCOnNOs Ito meaning was therefore aperesisaters:” 

tho cane; that 'Ray' ovidently had little timo for tho girl, but aince 4t 
now cane directly after the wedding it was also intended to produce the 
connotation that "eandra! WO5 taking pride in her now hore, and that ‘ay! 

os vas al nlready Sosinaiae to Agnere her. 


Tho second of those last, threo scone ‘dealt with the last tine the audience 


vould sco 'Ray* prior to. the couplo! a eventual divorce. It would be placat- 
after the "Cafe! BCeNe, ond shows ‘Sandra! ent on the bed in their flat ag . 
‘Ray! chaves. Its purpose wan to confirn that she was peniansaty Ton ne 
" eome? by thia tine, end, that her husband waa now using her colely asa, 
cource of incomee The connotation is that 'Sandra' had only just cone hone, 
and had probably coaplainod about being worn out, since Ray's! firct man 
of dialogue is: 'I don't ive a chit, you can get back out cos you've 
carned chuff all todayt' In a situation Like this the real husband had 
ae alco elached Sandra's breast with a razor, which was the event which the: 

7 scene wan Loading up to. “Thin attack needed sone motivation on a dranatic 
ane howaver, 69 sate wan provided by having. ‘eandra! a up a knife to | 


wave it threateningly at ‘Ray! as a response to hin trying to push her 
back out onto the streets. ‘Ray! then overreacts, inscrews his (cafety) 


razor and lunges” at the girl, cutting hor with the bate, 


! 


This scene had been nddea since the original seript had been written. 7 

The > aventy or at least the result of tho event (Sandra's additional uae) 
was a reconstruction of fact, but had originally been dealt with by the 
ocript rather differontly. Here only the irmiediate aftermath of the 

event had been reconatructed. such that the audience would have been civen 7 : 
no explanation of its cause. Tho original scene vas given as follows! 3 


"inn. FAY'S LODGINGS: 


DAY. (1972) 


An Indfag TENANT 49 putting rubbish into a dustbin near the 
‘. front door, There is a screan of pain from one of the 


upstairs rooms. Tho TENANT pies round, startled, almost 
droppings his rubbish. 


STAIRCACE AND LANDING. 


SAUDRA stagcers out. onto the. first-floor: eer her : ; 
breast covered with blood. from a razor slash. She cries - 
out, a. carbled plea for helpe The Seen stares, transfixode | : 


AY eserges fron his room, grabs SANDRA, and drage her 


back inside. Tha door slons ld The TelA IT hurries to 
his F colols Pa 7 


The voxtra scene could therefore proyide an cxplanation of. ‘tho. event as part» 
ofa chort sequence intend of the detached observation piven in the BOTAPE 


. which the director felt would Bele to, oneliorate one veedensy of part tuo 
to be “somewhat discontiniouss: | | 


The last ocene of the aig WwO5 ‘tho one which would bo placed innedintely 
after the ‘Strip? scene in which, ‘Sondra! meets "Ray" showing then both ins 
bed. “Since the next tuo ecenes would be dealing with thoir, wedding, this 
"bed! ecene was Antonded to serve as a chor thand sigan to indicate that, a 


ere had been forned which would lead to that marriage. Ap tho pA 
actress explained: 


his scene is bacteally the result of the igtziat. scenc. | 
ee are in bed together and ho is o juat putting out tho | 
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light. The point of it io to show that ‘Sandra’ is once 
again at a possibly good pitch - che is thinking 'this 


could work out; this is a nice fuye I'vo been to bed 


with hin and it was alright. Thin could be the right man - 
for nee! ‘ 


Filming the eceno proved to bi a Little aifticut on a technical Lovole 
The director had wanted the bedside light to bo in shot, becauso tothorwise | 
people would want to Imow whera the light was coning fro’, but this neant 
that the bedside Light had to be practical. Most of the light in tho roon 
vould also have to appear to be coming fron this lanp, co even thouch an ) 
paditional blonde was plogéd out of chot,. the bedside ‘LUeht Was civen a 


. relatively powerful 275 watt, bulb so that it could physically light the 


ret as well as sinply appoaring. to do B06 This in turn neant that the 
apperturo Botting for the cancra was particularly | critical, ' cince a. 
choies had: to be made betuoen dazzling the camera with the. bedcide | 
Licht and thereby losing tho actors, or losing the Light altogether. ha 


tho actress has pointed out above (pe ) the scene wan also difficult for . 


the actora,. ninco’ che had toena that ‘cho had actually. had ‘to ‘enugele 


" man'. 


sat ayt ina pottowhat unnatural pounuecin eMlessto make ‘cure that 


her face wag properly Mt. 


Ta tyon yathree 7 


The vhole (of this day was doeoted to filming tho pivotal. 'Notel' scene in. 
which ‘Sondra! had boon viclously attacked and left for dead by the "Heat 
Uhereas the director had deliberately enployed tho techuique of 

allowing hin actors to cpentancoucly react to their purroundings for many 
of the scenes which hag boon timed 5 far, for this scone proctically 


covery move had beon vorked out in advance, This was for ‘several Feasona, | 


Las I'vo neationea above, there was a real danger of the actrees boing 


physically hurt if tho actor playing tho "Meat ran’ had not noun exetly 
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or he was doing, and as far as the filn yas concerned, it WAS - 
important that the motivation for the violence could ‘be worts ed out from” 
the Glues and cues contained within the ccene, even if that motivation | 
ultinately rested in sone kind of mental. imbalance on the (Neat man'a' 
parte 


The: netora concorned had ‘esoak mach of tho provious evening nolan over | 
cach move in addition to the preparation which had been carried out a 
weeks before back in London ‘(where the actress had worked out sore of 

the moves with the director back at the production offices in Portman . 
square). The principle concern was explained by the actor indagtte Meat. 
nant as boing to discover 'Vhat happened aftor he'd shut that bedroor - 
doors Did he otart to ‘bey into her ‘straight avay? Or wan it after a 

few minutes, tat 4f so why?! The plan which they had vorked out placed 
the immediate notivation upon the girl's sii indaratandine -of the shen! g 
action of putting his roney on tho bedside table, che would playfully : , 
a take nore than thoy had ngrocd ony and this would procipitate his renctlony, z 
which then cots out of hand as the girl tenactoucly firhts backe 


.The Location for this feene was the actual motel in ubich tho original | 
attack had occurred, and tho firot shot to be taken was of 'Candra’ end the 
‘Neat man! Griving into the motel's: forecourt din his care The director 
had. epecificd that this should be a Cold-coloured ‘Cortina; ‘and a current 
model. for the yoar (1974), since the man himself had becn described a5 

being seatly-dressed ond apparently comfortably well-off... Such a ran 
vould probably therefore have owned a new car, although not a particularly | 

- experisive nodel, and the ‘pla colour vould. just sot it apart a Uittle fros 
most of the other cara in the diatrict in which the ‘eat man’ origins!ly 

i oe tho cirl.up. (Cne of the features of the scono wan'that the © 


neatly-drecced many his car-ond the clean, neat curroundings of the notel 


wore ‘ell ty como contrast to oe Life which fanden had hen: living 
by that. tino.) 


me car itself ais actually an "i! registered one, i falee 'L! bctatanal | ad 
plates were added to avoid the onachronici. Sinilarly, a tpt registered 
car standing in the car-park which nicht have got into chot had its | : 

_ suffix changed to a "BY instead. with the nid of a folt-tipped pene The 
entrance of tha cee into the forecourt involved one of the very few | 
shots in tho film in which the camera nade any large-scale hovenenta. a 
In fact, the canera is rocksteady for 73% of the finished fin, and of 
the 475 different shots, only 7 are tracking shots, one of which was = 
that of. the Cortina’n entrances For this the camera was mounted inside 

a specially hired: Citroen aN y vite is one of tho few cara from which the 
roof can be complatoly renoved to allow the camera and its tripod inside. “ 

AS ad Cortina pullod into the forecourt,. this Citroon - with the canora 
rolling « was pushed indie by about seven necbers of ‘the crew to follow 

‘the action. As the Cortina stopped, co did the Citroen, ond the canora, 
pamned round with ‘Sandra? 05 cho got out of the car to valk artein-arn i 
with Nleat mn! towards the motel cntranco, followed by the Citroen again 
in another tracking shots Two icportant technical points had. to be 
covered hore. Firstly, it was 3 encential that the tracking vehiclo van 
made to stop at exetly the came tine as the Cortina, for if it had 
continued to roll forward the Cortina vould have appeared to be rolling - 
baciuardo. Secondly, the eamoraran had paid particular attention to the 
direction in which he van chooting for this, chot, since there yas a real 
dancer of tho tracking vehicle and the ten ‘pushing it being reflected in 
the motel's windows fron the canera’s point of view, 


The’ next cection of tho Sequence to be fllned was tho ‘bedraon, action 
itcclfs the reoa vas only pbout eight fect ” tea eats 


4 


GO only the 


PLATE - 99 


! « 
The Motel scene - showing Sandra arriving with Neat Man' 
and the camera mounted on a tripod inside the Citroen 
tracking vehicle. 
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director, cameraran, assistant cameraman and sound seeaedice were 
allowed into the room in addition to the two actors. it had been nit 
with two HI" outside, ‘shining through tissue paper es for the original 
‘consultant! scene, and there vas one blonde inside tho TOON. 


Six tokes. were tide for the first part of the actisn:. ren which ‘sandra 
wao chown, fully clothed, eitting on the bed. fhe then nade tho first ot 
nove by standing up and renoving her akdrty ot which. the Meat nan’ 

| removed his jacket, tools all the money and keys out of his trouser 

pock cote, and put the contenta’ on the bodeide table. 'Candra! then renoved 
- 2 fivo=pound noto fron this pile and gestured playfully to the ran with 
it. He decane ancry and slapped - ‘the tir, she kicked back and then he | 
brought | his knee up into her’ ‘face, throwing her back against the wall 

“ (with ‘the dinlopue, "You fatty Mioro," otc.) 


This action ¢ can be compared with ‘the original directioxs as flee in the 
scripts ‘tay | , 


SANDRA is ie on ‘the bed in her underelothes: The | 

NEAT MAN is sitting on the edge of the bed. Fox the 

moment they remmin motionless, like waxworks. Tho 

NEAT HAN rises to his feet, walks to the nirror, and 
otraightens his tie. Ho looks down at SANDRA. fhe —— 
emiles, Wis face remains expressionless. SANDRA reaches 
acrosa to the bedside table, picks up the five-pound note 
tho NEAT HAN has left there, and playfully slins it dam — 
her -brae ee NEAT NAN's face creases with angere 


7 ae 7 MEAT MAH | a Sh af 
ee : > You filthy whore! hey os -_ bag 7 
“EANDRA frovne, puzzled ‘and alarneds | 
a _ NEAT MAN 
a : : 2 “You ‘filthy, filthy uorel 
can The NEAT HAM lunges for SANDRA, trying 6 ratrleve the - 


five-pound note. SANDRA otrugglese The NEAT HAN throvs | 
her to the pale eee and eer her sia 


PLATE - 24 


'Sandra' after the conclusion of the first part of the 
action in the motel bedroom. 


( Phote courtesy of ATV Network Ltd.) 


+ 460- 
Tho two: vernicts of this pected of the scene are quite different; 2. 
there. ds a strong implication in’ tho original ecript that the "Neat pant. 
‘and 'Condra’ had already had intercourse, and that the "Neat mant may 
not have found it particularly catisfactory, hence the girl's taking ~ 2 
of the fivoepound note as paynent could have | led to the connotation 
that the. non's encuing anger resulted fron a@ sense of having: been | 
‘defrauded in sone waye Alternatively, the ran may not have been’ able. : 
to have intercourse with the cirl, in which case her taking of the | 
nonoy pay have triggered a more doep-ceated frustration in the 1 rane 
eine version had, hovevor, subsequently proved to be factually 
incorrect, since: the director and tho main actress had found out ke | 
the motel manager, the original ghrl hercelf arm) her sister that the 
girl had never taken her clothes off. Ao the octress has ‘explained ~~ 
then they found her che was soaking g wot, ripped up, covered in blood 
_ and fully clothed.! . In fact the balance of probability cuggesta that ite 


the original ‘oat pan! had started to boat Candra up alnoat imiediately . ; 


aftor ontoring the root, The ‘problen then was to find cone dramtically. 
acceptable rotivation for an action which in reality eons to havo been 


on unprovoked notiveless attack 


| When Sandra had been. found after tho real event, she wap still clutching 
' the five-pound note. Thin had been considered to. be a significant elue 
.to the girl's personality, cince it illustrated her teriacity to hold on 


~ to conething which she /beLieved to be rightfully hersy. 60 ‘althoush the 


director could not be sure of the. exact soquence of events that had | 
occurred. within the motel bedrocn (the girl herself could not renenber 
the attack in detail), ho still wanted to use the money ag contray pivot | 


for the action. ‘Sandra'o! playful taking of the five-pound note fron 
- epmong a pile of several others which the 'Ncat mant had put on the — 


ee | 
bedeide table wan thorofore. — to catalyse ‘the mintig: alboit a a 
unjustified reiction, which then developed further On. the girl fought 
bacle ~The theory wa5s however that the audience vould understond 
the. netion to be on unjustified attack by tho leat nan! rather, thon 
an uajustified inclusion of that. violence - by the directory so to help - 
this a mall concession was made. to the deanna of Frere reality! over : 
the demands of the treal realty" ates eu Sandra's story. As tho - 


actress pointed out: ae. 
‘Fron what she Gas en eu) had told TOs _ 
_,,. the fight seens.to have started almost imiediately. 
‘after they got into the bedroom; aince she was 
fully clothed afterwards, she would not havo had’ 
time to pot undressed, I meane (The director) 
“wanted her to bo undressed, though, to chow that 
she was o prostitute, and in fact wo also wonted - 
'-her to be a bit-more vulnerable too, so in the 


ond we compromised of i is took thedeirt and. 
shoes off. | 


Both tho: actors duveheed also thought that the sheer sirpetie: of the 
violence was ‘a logitinate point ‘of structure for the fin, both. in 

_ terms of ‘tho. action and the context. ‘The notch sequence. Was to imediately 
‘follow the Wade Clintet seone, whore. 'candra! is chown ata particularly 

. . ‘low ebb, reve) the juxtaposition. of this with the cirl's ‘necting with the 

- gaartly-dresced Tans vho then drives her out of ‘Bradford to a clean, . 

modern motel in a emart car, could inttially lead to thy connotation — 

that things were looking up up ence again. ‘The fact that this optinicn i 


severely. cut chort could therefore emphasise tho girl's overall condition — 


of inereasing hopelessness and degradation. . Furthernorey the events 


Loading up to the attack were felt to be a point of dranatic balance . 


> as an analorue of the previous car-Journoy which the audience would have 


witnessed ‘that which "Sandra! had talon with her first Doytesene out 


to his cath, well-to-do houses 


The second part of the action in the natel Lednoor wan aloo a anak 
fron the script tnitiee as it was intended to inelude the extra. plece of 


3 4 


(factual) information that the ‘Neat man' seems to have’ tried to dram =| 


tho git] in tho wachbatin, After ‘Sandra! had been thrown against the } 
val over. the bed, the man was then chown hauling her off the bed and 
tovards the Wecnbania with the girl still fighting hin. Having reached 
‘the basing ‘the Neat nant ‘first tried to knock the girk out by banging 
her’ head arainat. the voll before filling the washbasin with water (vith — 
the: actor physically protecting the actrees with his unseen elbow) but 
it was found that the ‘actrees naturally fell to the floor underneath the ; 


| basins. 00: after ceveral rehearsalo this’ action was retained. 


Having boon kneed in tho fice prior to this second. action, t the agen 
girl's. none had been badly broken but. it wap felt to be impractical to. 
have the actress play the rennining scenes of the film with a prosthetic. 


"broken nono" pince bea ee of balkonup would take a proat deal of tine Pare 


_ to erly each: tine, Bo for the purponos of the filn ‘the. ‘broken nose! 
was alloted to "heal! much nore. quickly than it had. in reality. Tho . 


ae director. nevertheless wanted. to signify that. the girl had been badly 


, “hurt by this first netion, ‘so co the make-up department applied some blood 


‘to the actroso's face before ‘noving on to the second action. - 
‘The third action of the-ccone ee again a reconstruction of the real, 
events insofar as those could be: verified. The roon in vhich the scene | 
yas filmed yas in fact on. the opposite side of tho pullding from the — 
: original room, having been chosen according to the parameters of 
". available Light and the fact that the original Food vas at the front 

. of the motel (where tho ‘activity of fining may, have: attracted the ~ 


“attention of “ehicdliaca),. The original roon etill contained the bent ee oe 


- - and buckled radiator cover with which ‘the original girl ‘had been hit, - 


ri however, nnd 4t was this last action of clubbing the irl with the 


metal shelf with which the director wanted to finich'the scene. As the 


. t 


“writer has pointed out above, hitting the girl with this cholf vas 
a particularly callous act, and the director was later to argue - - in 4 ; 
the face of soze opposition ~ for the retention of this part of the 
Econo because of its calloumess and tho, fact that it had really 
‘happened. In order to” underline the. Neat man's! pitdilesmess,. it : 

- waa also felt to bo inportant that he be shoxn to leave the room in 

"gosto haste after tho attacks. ‘Tho actor had in fact tended to linger 
in the room a little too long during at least one of the etiens 
Jooking down at the fark after the beating, but since this could have 


connated a feeling of remorse on the ran's behalf the take which vas: : 


oventuaily used cimply shows: him putting on his Jacket and Leaving. “Tho 7 


intention here was that, as for as the 'Neat mant Wag ‘concerned, 'Sandrat eu. ae 


had been, left for dead, ‘and ince the audience vould. then be chown . 
some shots of, the man driving off in his cary the question of igtnes 7 
cho really wan van dead would tonporarily be left open (the audience would 


not, in other words, bo elven a shot of the girl dying on the floor to. 
ees the, extent of her injuries). 


‘The next shots to bo taken wera, ‘aedbade of the’ man driving awny ‘tron o 


_. the motel and these were achieved by tracking. tho. canera. with the actor, eee 


as he. walked tovards hia’ car and thon fiiming hin driving off. with the 
ie eanera mounted on a front-noint Voekite the original chots of the | 

Meat man’ and “‘gandra! arriving at the motel had been token in the. - 
7 morning, whereas the chats of the man leaving were actually filmed at . 
- /prout. five o'clock in the afternoon, 6o there. was sore ‘concern recording 
the continuity. of tho: Light for the sequence asa holes . The running. 

. tine of the 11a between the arrival (of tho characters at the motel and” 
the man's leaving vas almost consonant with real-tine at this point, ‘ - 
_ sdnce the "Neat man! had only. been in the notel for a few pinateny, so ae _ 
_ Was izyortant that tha Light for the two exterior shots remained — 


reasonably constant. fo this ond the later shots were taken with the 
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conera stopped to 4.2 instead of the 5.6 it had been in tho norning, 
and for the Ho-kit shots a’ tounegun' lanp was attached to the mount 


‘to illuminate tho Reat mone faces | 


‘The noxt part of the ‘soquence to be filmed was to ug Vande betas 
‘found by the motel managers Sho had ptruggled cut to the reception | 
area and had tried to Beads her sister after the Neat mar had Left 
“ant tho. hope that che could relay some kind of a mennage. “The scene was 
eventually cut fron tho film on the grounds that it vas gratuitous; 
| partially because of the extent and the nature of tho girl's make-up 


at this point, but there was also cone doubt about the scene's quality . 


at ‘tha. tine. The director had not dn fact auditioned the kotor playing Z 


the ‘Monager* and was a Littie surprised at the casting director's 
choice since the actor concerned was o very moll mane The blue. duster~ : 
: jacket vhich had been requosted ‘for this actor. Ato indicate ‘that he was 
. an senisese of the ‘potel) had: alno not appeared aa0 the actor insole 

. had little idea of vhat ho vould be asked to ‘do ‘since the script had - 


‘only ouppliod on outline ‘of ‘the action: ~ 


“tnt. HOTEL. GoRRIOR AND RECEPTION. DAY. (4974) 

The MOTEL HANA SGER is otrolling across tho Poiesoaees He 
‘enters the notel, end glances across the reception 
. lounges SANDRA sits slumped in one of the chairs, barely 

conscious. Her face is hideously cut and blood-strealted; 

alnost dike an eas fron a Francis Pacer PASREINEe. 
The Manager’ had not therefore, beca &iven any. dialogue, 60 tho. 
director inproviced como, with the actor m0 that ‘he could register hig | 
. ends: (Bite was nine the lines of '0h God! sess r' ‘call for an. 
acibulances) ‘Since the petor was ad-libbing, however, tho dialogue ress 
2 to. becone a little forechortenod and it vas generally agreed that hia 
overall reaction t ooing the ctrl was 3 too brief, : Host, uaneget ys, the 


comerar~n cut short ono of the takes for this alread! caying: that the 


wee 


Inanager' vould have esetad for oe clovly in trying to understand 

the full ‘oxtent of the situation. - £everal of the crew were “ndeod : 

vory Saneetatn stout the ‘scene aveecethars arguing that it an 
‘ynnocessarily violent ond even in cone sense perfidious with eepeet 7 . 
| to the audienso, despite the fact that it was a reconstruction ofa real 
event. .On'a technical level the scene was alzo difficult because of ‘the 
rapidly. failing pataeat ‘licht ~ ‘the extensive dakecun for tho actress's 
‘younds! had token the best part of ‘two hours to complete which had - 
‘pushed back the start of filning until past seven oi clioc: = Ss anced 
was a probles with sone of tha windows in the reception aren, which 
cance the bees to be reflocted rites the shot during at toaae one of the 
takece Sindlarly, the netress heraclf pesacleates sone difticulty with 


, ' 7 Fi 
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the scenot 


Ina thing like thisy when you are acting, the min. 
thing that one heads for is to find the most realigtic 
. _ way of doing any one thing. If the scone involves = ie 
_, talking on a telephone, and you are supposod to be deaf, © | 
thera are. probleas. I moan, it's impossible anyway, | 
because if there is a reply on the other end you never 
hear it, but I wus also supposed to be dialling (the 
eister), The natural position for this would have been 
head-on (ta the 'phone) with me concentrating on the 
muibers, trying to got my finger, which is hurting, . . 
into the right hole to pull that dial round. . That 
'" diol would become very heavy, and the arm had been. => 
battered so the effort of turning the dial around would | 
have been enormous. As it happened, I was pressed right 
: up against and beside the ‘phone so that I was in the 
_ Light, co there was no way that I could tell what nuzber - 
: Iwas dialling... So the scene changed; instead of shoving . - 
“an actual intention to dial a certain number, it became 
. . & uch more frenetic, desperate thing of rotting through - 
» to somebody « anybady. That might work, but it wasn't 
. really what was intended. ; iMirp 2? ‘ 


- The Controller cubsequentiy decided that it did not vork,, apart’ from the 
fact’ that he considered: the mke-up to be 'over the top! » and he strongly 
advdgod that the scone chowld be cut. In the finiohed filn, therefore, 


the sequence ends en the-'Neat mants! departure and this means that ‘a 


ee oo ee ee 
Black of information which the aieoreer had thought to bo hichly 7 
nipnificant was lost. Gone trouble had been taken in filming the cut * 
scene to make cure that. the pie ccosia note was clearly visible in 
"Candra! st hand as cho triod to telephono, her sioter, thus denonstrating - 
that che had ptill clung onto it throurhout the attack, but in cutting 
the entire scone this 'trenendous, elun! as the actress put it, was ‘also tg . 
deniad. = the audience. ? | 


Day tvontnfour 
Tho a fotel! sequence starts with some | chats of the ay boing picked up by. 3 | 2 
"tho Meat ran" 4n Bradford, but thero sinply had not been tine to film 
this ‘during the provious day as planned, so thie econg was carriod over. 


into the tuenty=fourth day. ‘Were the actress was decased in such the. sare 7 ade 


way, as cho had been for the WDe Clinic! scene which would imiedintely | 


" proceci the Motel! ‘sequence. in the finished fin, go the imlication von .. 


"that the FeanoG vere closely consecutive ond ‘that ‘Sandra's! -prontitution : 7 
oS * had becone a nora, despite the attention of the "Social: worker". The 

- first ehot to be filmed was of tho girl loitering on a street corner, » 
with the conera, cone titty foot away on tho othor cide of the street. 
he conera was fot, therefore imediately associated with the netronay 
nnd during tho ‘first take a. (real) old lady atopped to. ask the “actross - 
_ oer directions. Aga natural event, this was considered to bo ideal, | 
"put the lady cubsoquently spotted the camera and atared tovards it co 
that take’ had to be rejected. “two further shots wore ‘thon made of 
“Avandra ond and the Neat man’ os they drove away after he had picked fier . 7 
up on the streat corners. both of which were made with the eid of ear-nointing s 
Hero again Anprovined dinlocue was used to indicate that the oat mont % 
was evidently used to’ picking up prostitutes: (he briefly aos her Nlow - | 
“chy to vhich the cart replies ‘Three ‘pound! ond is invited Ante ) tha 
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se), end the problec of the deafness was quickly cubordinated to the 
nan's apparent intentions: . 


4 


NEAT HAN 
"gees What! the mutter 6? 
— (SANDRA indicated that she is deat with seotures) 
EAT NAN 
Oh, ‘you're dent deat eee Oly but : ou do it well? 


- (SALDRA looks ‘pucsieds NEAT man gestures with. the - 
. sign for intercourse) 


| MEAT MAN 
* iegean De is 


‘Tho ran! intentions were thinaoiven intended to be purely sexual at this 
point, therofore, and the maggestion ‘that he drove’ ctraight out to the 
motel alco. inplied that ho had dono this sort of thing before, so the | 

net: romult of the 'pick up" ond the drive out to the notol in juxtaposition 
<n the ensuing scene: inside tho bedroom vas intended to make the attack as 
much of a surprize to the. audieiies as it was to the girl. Oo: 


. This scene had been filmed with a minim crew while the renaining nenbera: 7 
- of the unit were preparing the other locations for - the daye The first ae 
these was one of tho eity-centre ibe vhore ‘Sandra! would be shou 7 
: grinking alone at the bar sore tine after her recovery ‘from the noted . _ 
attack The scene had three main purposes, firntly to show that tho girl 
had voturned ta drinking in ceody bara after a bricf tay with hor inter 

: following the attack, secondly to establich 'Charlic’ as a central character, 
and thirdly to introduce another factor in the girl's downfall ~ her 


: introduction to druga by this pane 'Charlie* would already have been | 


. “introduced as one of 'candra's! acquaintances in an carlier ECeNg, ‘but | 


ave only very briefly and as one of several other people drinking with her in 


a pub. This tine sa ees vould show only the irl and this ‘new can, 
and his dinlocue would ‘confirm that they already knew ench other; following | 
ccones vould, thea confim their relationship by chowing thea staggering 
. baci: to his placce 


* \Gharlie! was not intended to be a complete villain, just one of a mumber 
of Bradford's itinerant victins of ‘<cpinids: In tho circumstances, his 
offer of come pills to 'Canira’ wan intended to be‘an act of syupathy 
rather than one of crininal depecponcibility,: tut *randrat acceptance 
could. be used as further evidence of her ‘continuing degradation and . 
_separation from‘ normal! social life. The pills thenselves wero not | 
‘specifically denoted as arucay but tho intended connotation wis that ‘they - 
wore probably siiphotonines or illicit. "uppers! of come Ying since tho actor 
, had been given a matchbox containini: sone pill~Like puceta which ha would © 


_furtively, produce with the dialogue: | "Have one of these. Hake you. fool 


The Gonatant pereeane of trying ie conbino. ee relatively fixed paraneters 


within the overall constraint of-a bight schedule cane to the curface Fe 
once again heres ‘The manager of the pub vanted. the. fining. to bo completed: = 
vy three o'clock in the afternoon to tivo. hin a chance to” clean up before | 
‘ie. evening seccion, | £o the director had requested the “uten playing 
‘Charlie’ to be ready from ‘about: 10020 athe onvardse Te. had also varned | 
‘the nakecup department, that they vould have to change tcondea' a! malomup 
from that required for the tHoat pan’ pickeup’ to .the 'posteattack? nakewup ay 
for the ; scene with ‘Charlie’, | Having fininhed the previous scene by” . 7 
mid-day, tho actress did noty however, appear soa Make-up “until 245 a: 
yhich meant: that another. scene ae the cirl. crying by herself in the 
pub had to be postponed and two other’ scenes which had’ been scheduled as” 


the last two. > of baad day oventunly had bas ‘be et baci: too, ninco by the. 
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and of the day there waa cinply not enough tine left to film thea. - 

The next scene to be shot had itself been postponed from the previous 
“week, and was to chow the aftermath of the incident whero ‘Candra’ was 
cut across her breast by her husband. This involved the actress 

rushing out of her flat and downstairs past a startled tenant, with ioe 
chest covered in blood. The staircase outside the room where the ~ 
aceociated interior had been shot had in fact been quite an inpressive 
piece of craftmanship, descending around the four cornors of a central 
- well, and the director had felt that these stairs were perhaps too 
impressive in comparison to the little flat ~ plus it would have taken | 
the actress quite a long time to run down then before she disappeared 
out of shot. The scene was consequently filmed in another house next 
docr, where there was | a staircane which simply descended in one flight. 


There had always been a danger in the film, and especially in part tuo, 

| that the inclusion of too much violence would simply have the effect of 
‘paking the audience punch-drunke Although all the violent events in | 
DUMHY were essentially true, a good deal of the actual violence vhich: 

the real girl had suffered had been deliberately cut thea, and events such 
2B ‘the razoreslashing were never intended to be as precisely documented _ 
ao the scarring or the rotel attacke If the fin had been more graphic . 

' dn ite description of the husband's attack the dramatic value of the 
other, more pivotal scenes may have beon reduced. ‘Tho director 
nevertheless wanted to include this @plicote because of its basis ins 

fact and because of itn status as a source of evidence for making - 

- Judgenenta about the characteray 60 the events leading up to the attack 
vere. filmed, followed by the aftermath of 'Sandrat running down the stairs, | 
-ecrenning and bloody. The clashing itself was not, in other words, 


ATO 


included in the sequence, and this raised a mall problem of logical . 


4 continuity since making a cut between the husband? s move towards . 


"sandra! and her entry into the daircaso arca, would have produced ean . 
unwarranted jump in tines. The slashing itself was thesefors carried 

— outi off Camera! during tho time that the audience waar being shown _ . 
“something eloo, and this vas the ‘tenant! looking round the foot of the 
stairs as ‘Sandra's’ screans ‘and 'Ray's' shouts could bo heard . from 
inside the room before she bursts out onto the landing. ‘The appearance 
of the ‘tenant! Was thus a natter of technical craftmanship ‘an well aa 
being a, pointer towards raturalica (oince it was likely that wonobedy re 
: would have noticed the creasing) for if the canera had cixply waited 
pattontly outside the roon for“*fandra! to come out it would have. : | 
- anticipated the action and therefore altered its status as ‘objective 


observer". 


By accident rather than dees the next scene to be filned would come | 
directly after the 'razor olach' ono in the finished. Niln. It was | 
essentially a linking scene to show ‘Sandra! in a pub with a group of © 
_pontly unidentified people, | corte of whom would become more centrally _ 
dnvolved later one (These included ‘Charlie! and the older West Indian © 
7 wth whom 'Sandra’ “bacans friendly.) The scene played no particular | 
: part in the narrative and the dialome consinted of improvised, ; 
conversational anecdotes which had no direct reference within the nee 
os a wholee The one pieca of dialogue which had been scripted wag ites: 
| a ' free-floating! seide, and thie was the "Asthmatic woman's’ story | 
_ about being nistaken as a proatitute at the age of sixty-two which the 
writer had lifted intact fron a genuing old lody he had spoken to an 


, ‘Bradford. 


The ‘peene nevertheless fulfilled at leant two purposes. Firstly, it 
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nituated tcandra® within the ravticula: end by this tine eaeaasiaees 
context of drinking in the company of a motley crew in one of Dradford's - 
seedicr pubs, and secondly, the scene could be used to puntuate the . 
increasing epleodicity of part tw of the film, Originally, the ecene . 
had been placed before tho notel cequence, and after another exoxple of | cs 
the cirl's prostitution thich was never actually filmed. (Thin would 
have shown 'Sandra! having intercourse with a client in the bacte of his | 
‘cary a scone which vas rejected on the grounds that it oinply eranted % 
information contained elecuheres and which by being rejected could save 
tines): Both of these seenea had also been placed after the "V.D. Clinic! 

episode in the script, but cinco the "eter! scene could itself douonstrate 
- that | the girl ws continuing her career as a prostitute Gocutte her 
7 medicct problens and the *fecial worker! n! interest, the scene shoving 
tho girl din tho pub with her assorted acquaintances could safely be | | 
moved to its finol position bofora the 'VeD. Clinic’. It could bo moved 
about in this way because of its lack of direct connection with the | 
narrative, end in its final pocition it served tho purpose of being 24 | 
indicator of time-pansing cince it imodiately followed the razor. 
. plashing incident and separated it from the 'V.De Clinic!. Reorganising 
| tthe ceene's porition in this way also avcided a possible confusion 
which could havo resulted fron following the script, cince the 
WeDo. Clinic’ originally caze directly aftor the 'Razorsslach! here 
‘puch that the connotation could have been drawn that ‘condrat Was 
' yaiting in the hoepital-Lko surroundings as a result of her husband's 


attonks rather than aca. remit of her unconnected venereal -Atcace 
. — (see Fige ae 


Script: Razoreslach (lusband attacks feats ~ VoD. Clinic seandieat 
Gects her vocial yorker) = Street nolicitine (Sandra! and a 
fricr’s colicit twa men; not filmed) < Tortred cor ('Sandrat has | 


intercourse with client; not filmed) ~ Agtiontioc vonan ("fandrat . 
with friends in pub) - Hotel 


' Pinals: Earoneelash ~ Antheatte yoman « Vel. Clinic + Motel 


he ceene ae ects in the cone pub that hed cerved = the location 
for the ‘Drugs’ ocene filmed carlier in the day, but this tine during the 2 
evening opening hourse ere the conera was released from the static modo mi 
with which most of tho procoding ceenes had been filmed, and the cateragan 
hand-held a circular track around the croup of drinkers co that cach actor 
yas held in close-up momentarily. Each character could thus be picked out 
and identified individually without losing the echesiveness of the croup 
aga whole, and the effect wag heightened by having the eound recordist | 


pick up caatches of each porcon' a conversation as.the carora brought 
hin or her into frante. 


| The last scene of tho day was one vhich was eventually nnd «» from the 
director's point of view = regrettably cut from tho finichea fin in dies 
to comply. with the rigid eevontyeoifht ninute slot. Just os 'Cronn-oycd 
Anno! had apparently boon having on affair with 'Sandra's!’ husband, oo 
. ehe eubooquently replaced. ‘Sandra! dn 'Charlio's! affectionn, and this 
econ was to have show the cirl discovering her erstwhile Lover arinting . 
with 'Gros-cyed Anno! in tho pub, whereupon 'fendra’ flies into a rage ond 
; unsuccessfully tried to eoparate the couple. (Thus SenES eS hor 
accreasive streak and consolidating her irolation.) 


. It had by now become inporsible to flim inside any of the city-centre eke 
_.. dncopnito since the word had obviously epread around that the filming vas 
: taking placo and the publicans were doing a useful trade as a result, In 
_— estting up this *fight! scone, however, the director employed the — 
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cubterfuge of not rehearsing the central. action in front of the real 
customers in the pub. Having arranged 'Croso-cyod Anno! end 'Charlie! 
around a table in the middle of the bar, the plan was to have 'Sondm! 
storm 4n unannounced and start the fight such that the real. custoners © 

would be taken by eurprise and = « hopefully « react naturally as if the 
fight WaB gaming an the crew who vere proscnt naturally aga what. 

was going to happen, and they were dotted about the room to eccupy poople 
3 in convercation and to hold thea back if anything went wrong. (‘The min 
| netrocs cubcoquontly nade hor ontranco and picked the fight with the 
. othor two actora which diverted everyone's attention to the action rather _ : 

; than the canern exactly as planned. Tt wan not mmtil the eccondt and third | . 

| 208 that everyona fully roaliced what was happening, and after the first. . 

one an old lady cemented to ma, Wollt- to won't be ploased with that - | 

—gdrh messin! up "We fila lke that! The director hinsolf vas quite 
| ; pleased, however, saying that this action had been the 'neareat to true: 

: docunentary".s The subsequent talon could not capture tho spontanoity 

“of the first ono since the roal eustonora were then tending to anticipate 
" the action by looking towards the door for "Sandra's! entrance, and they 

had pleco taken to elopping and applauding each take which rather destroyed 

the lact veotiges of the operation being conducted in 'loweprofiloe'’. The . 


. geene was novertholess parked dom aoa cuccers, ond vas wrapped at 
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a bay tvontyotive 


= The last ‘part of DUNGY opens ik a sceno showing ‘sandra! at hor eteteals 
“house where che had otayed for a tine after the notol attack, ond the first 
: _ eeene to be shot this day was to chow tho girl leaving her oisterty eves: 


ae | ATE 
her recoverye This wag an oxterior scone and vas actually filned very 
. ar to the real sister's houses oo eleso in fact that tho real sister 
and the orient girl hereelf came out to watch the filmins. ‘This necting 
produced ‘tvo notable occurrences with rospoct to the fila's authenticity; 
firstly the original girl had initially been quite concerned about her 
alter ego's health, since ‘the moin actress was by this tine Looling oie. 
| ee er and wag woaring varlous rakeeup scara aid bruises, ant’ secondly - 
this was tho first tine that: none of the crev had cocn the real pinter 
vith har counterpart in the fila, Ao I nentLoned above, one of the 
-_ reapens for casting the actress playing "Joan! was for her resemblance to 
| ‘the original, ond by chanee both Vorten were wearing exactly the como 

. headscarf ae this neoting eich ‘that the doppelganger effect was = 
| ; atartlings . 


tha reason for choosing this Jocation was partially for tho suthentieity, | 
end partly because it coupliod with tho descripticn given in tho ceript of 
being a thilly atroot'. The disloguo in the proceding eceno had hed the 

gister cayingt . 'Z told hor, I cold to her, "Don't xo. bacle Ppa Lrsab Lane," . 7 
I said. "They take you for nothing dow thero"s’ Tha fact that "Sondra! is 
thon ghown leaving her sistor's to wall: downhill thus carried the 

; pyabolic inplication that che 4e returning to her old ways; an iepldention 
which is quiclly reinforced by cabsoquent sconea, and ougiented at the _ | . 
_‘4no by Woantat look of concern as she cives ‘fandrat n pac of Sicutetten: : 

pefore watching her walk owaye Ao an illustration of the attention to | 
* detail involved in even a relatively otraichtforvard ecene such as this 


5t can bo noted that the cimreattes were the sane brand as the ones which. 
the real girl ealteds. 


The next scone to be chot was cot come tine later, after. 'Sandrat had bees - 
pack down Lumb lane! for cone weeks. Here tho 'Seckal worker! vould be 
shown visiting the aister to find out hoy and indeed vere, ae vans 


Like tho carlior scene involving the 'Social worker’ this one appears 
in the ccript on a leagthy interchange between him and ‘Joan! in which a 
lot of background eotail ds filled ing As T'vo mentioned before, it wag 
very difficult to tle up Loose ends or to map cut 'fandra's' own view of 
her eituation because of her unavoidable lack of dinlogus, but it is - 
interesting that the "Social worker! was used as & moans of soe in . 
sone of this material since the real Eocial worker had also been one of 
the director's main cources. In this scene, for instances it vs revealed — 
that. ‘Sandra's! daughter had been living with the pister aver since tho 
. nother died, and that ker con had been put in care such that 'Sandrat 
had never coca hine Unfortunately, the bull of the ccene, ineluding the 
information about "Sondra ot children, was cut frou the finished filo os | 
eo director folt it 'apoiled the cnotional flow' through being too tong: 
‘in the context of the surrounding scenes. It wan alco drastically cut 
dom as a means of chatening ‘tho total running tine of the film once. 
again, but not without nfecivines, for in fact it was tho last major cut 
| which was made during the editing process. Another reacon for liniting . 


/ the scene to only its opening section was that the performance itself was” 


considered to be loss than ‘perfect in tho final analysis. . 


The eee section of tho scene had boon altered insofar as the script 
had cot tho whole scene inside the cisterts parlour, vhereas Lor the - 
fining the action ntarted outoide ‘dn the stroete ‘Although it was 
considered to be perfectly Legitinate to start the scene with tho tonial, 
5 ‘waclioxt nlready installed inside the sister'n house, by having hin meat 
‘Woan! dn the street cutside ‘tho ncene could be mde a little more dynanic 
ae or less-'stare-Like! as the director put it. Also the meoting itsels 
could then appear to be cacunl rather than pre-arranged which could holp to 
| ‘reinforce ‘the comotation that the "Social worker® had lost contact with 


ATG 
‘gandra! at this tine. 
In order to ieacasaks this olipht change in the scene the staisei had 
had to bo altered a little toc (there was now a brief exchange of greetings 
at the beginning) and perhaps ‘because of this both actors flufied their 
lines ‘during four of tho eight takese Producing a fluffed lino can 
conetines make a speech appear to be nore natural, but it also unnerves 

an actor and increases the sense of responsibility during subsequent | 

: takes, co ina eituation like this the director was alwaya careful to — 

- yearsure rather than admonish the people concerned ~ in this case, for 


‘exanpley he ‘told the actress "It's quite good to fluff a littlo here} you . 
ero talking to yourself a, . 


Tha pecond pert of the scene VOB fines inside the sister's parlour as planned, 
using a = terraced house across the road. fron "1! lothert ot house ag the | 
Location. ‘Whereas "Hother!a! house had been unoccupled at the tine, ‘Joan's 
house had been hired for tho day fron the resident family, but most. of the 
curniture, ornaneats and plotures had ati21 beon supplied by the doaign 
department ~ including tho three-piece cuite which had been brought up | . 
ol ‘the way from Londons A prop. telephone had also been installed, and - 
ag another oxamplo of the extreme attention to detail, this ‘phone hag 
been cdven an authentic "Bradford! GeP.0. ticker for the centre of the 
dine -A practical colour television had also been set ‘up in the roon, 
and yas left overnight ‘ao a treat’ for the resident sentiys 


Cnce inside the room, the atrector hod rearranged sone of the pictures , on 
7 the wall "because I hate igunateyt and the lichting crew had sot up the 
“now fonilior rig of two exterior Wile and two interior *Hlondes'e Thig 

. ienediately began te cause probleas, however, since the house's Wiring 

gould not stand the extra load boing taken by tho pouersful leaps, ond 

oa chort delay enmed as the pover supply was rerouted. 


: ATT 


The ‘ecene itecelf contained a lot of eipteristioa with ‘Joan! introducing - 

a nunber of different pointe}: that, for example, 'fandrat wan now | 
going out with ‘a right) viliaiat, was drinking a great deal and was 

- gonorally going downhi21 faste The upshot of all this was that the 

: situation was ta real ness! ag far as tho. oister was concorned, on top 

of which she had 'no toa! of "contra" a! whoroabouts. In order ta deal 

with ell these ‘points the daroctar instructed the actress’ to look ag if 
thoy me occurred to her one by one as cha: vent, about the business” of 

“paking the ‘octal worker" a cup ‘of tea, but he alco inotructed Joan’. 
not to: look too ead about it all’ = ‘Lot tho audience get the eadnesa,' 
hee ssplainod. "Your own nog have to be er and strong.! - The Lino 
vcaying that tha situation: was fa right nena" was, for Anatancoy to bo 

. eithor very strongly delivered aso sim of exasperation,’ ‘or thrown 

away as if "Joan! was tallsins to heroolf, but dt was not to be delivored 

- too omdously as tho biater vould have been rolativoly uscd to tho. 


rituation by this tine ‘uch that: ‘candrat at plight had simply becene a 
fact of ‘Ute. 


. ghroe’ takes were nade for - thie seston of tho cceng which: seamed to the : 
. director to de reasonably eatiafactory, but he decided to do cone more 
Es in’ order to make sure that the ‘rocial workert was not coning across 
as boing £00 too carings As in the’ ‘pcene with the original hoopital 
consultant, tha director wanted ‘the professional people involved with 
| oNeandra'o! life to appear to. bo profecsionals} people with several 
other: cases to coasider in addition to this particular ont At this 


: / pointy howevar, there vas'n rassive fuse in the overloaded clectrical | 


- : syste ‘which. took over on hour to repair. As a result of this delay, as 
_ + the director explained, ‘verything cecmed to have fallen apart a bit, 
The actors had loct their mood and I think the camera crew were not'as o 


confident. It was no longer as spontancous as it had been beforo.* 
Most of the ensuing fakes were consequently rarked down as NG on the 
P.Atecontimity report, and in the end the whole of thin second part: 
of the sceno was rejected as an indirect recult of tho technical. fault. 


The next scene eventually started roheareal at cix otclockcy and this 
| vould be the opening econo. for part throo of the filn showing "Sandra! 
at hone with her cictor after bala motel attack. ‘Sandra! had been given 
a pake-up surgical planter to cover her "broken’ nose cuch that the — 
connotation could be drawn that this scene was sot not too long after . 
the totel sequence which had ended part twoe The fact that she had cone _ 
te stay with her cistor van introduced in several ways; ’ “firstly the | 
audience had not beon given a shot of this intorior voforo, po tho. 
2 inplication was that it wis not one of tho places in which tSondret hed 
been! living ‘beforchand (the rood was in fact clocoly. nindlar to Mother's! 
parlour, ‘but could be differentiated fron this because the floor=plan was 
" yoversod). Secondly, Joan" had been given a housecoat to wear in 
: contrast ‘to "Auntie Amio'st outdoors coat such that the implication y wag 
that: tho latter had cone to visit "Joan! rather than vice veroa, ond | 
| ‘sandra! hersolf was dressed in indoor clothes aa cho busied herself 
with come houschold chases Tho fact that it was not her household wag 
“Amplice through tho dinlogus whoro sha foke if che could 'do the beans? 
(che would not need to acts a it had boen her house). | 


: Using an unconnected convercation botween ‘Joan’ and "Auntie Ante’ as a : 
: pridge, the main purpose of the scene was to roniind the audience of the 
“events of part two of the film after the coomercial break, to confine: the 
"uncertainty of ‘Sandra's! situation ond to lead the audience back into 
- the narrative with ‘Joan! at dinlomoe peg: ‘'God knows vhat'21 HOPPCte yg! 
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‘Thourh unconnectod with the narrative, the initial conversation ‘between . 

: the two youon nevertheless ravolves around an allegorical story about a ‘. 
neighbour who had died from a blood clot at the age of twenty-oight - 

(Sondra vas tuentyenine) and includes the line ''You cannot change your - 

i destiny.! This dino is to costa extent a leitnotive for tho vholo fila, . 

| aeae as both a eign of workingeclasa resolve and asa punctuative en" : 


‘niloatone within the fia itself since 'fandra's' fate was beconing © 
"Anoxorably fixed too.) ” 


ie the scene hae to technically difficult. *Docause Gace | 

are three actors in different ‘parts of tho room,’ tho director oplatned, | 
gt ‘de aifticult to get. thera all in shot without panning tho canora about, . 
y but it you ‘do that you one the geometry of the room.’ The actors wero | 


ee connoquentily placed in: ‘poveral. different positions within the roon unti) 


a position was found which would keep tho camera movercat to o ninimun, 


pnd the comera iteclf vas Sauipped with a very vide lense To cover this. 


i vido fiold of view for ‘ound Beant in turn, that the sound ecordint had 
7 to use voveral microphones routed through coparata preeenps dna mixer, 
Z put by the sinple application of Sod" law two of the pro-amps subsequently” 
" gadled which then meant: ‘that for the cutaways enly one actor could be 
/ milked at a tine. Furthermore, every tine ‘Joan’ cat dow in her ariclate, 
: s the plastic upholstery. made a neice Like a whoopea: cushion which caused 


= ‘a cortain amount of emusencnt for the erey, but further Probleaa for 
2 * the sound vied mer 


oO Ag far a as the performance 4 ite elf was concerned, the director's FQin ain 
a i wan 4G eacure that the nctora" ‘dlalogue remained on matter-of-fact as 

- poralble. 'There's no’ “need ‘to overdo it for the audience's saltey* he is 
" emplatned to then, and he Anatructod tauntie Ante’ not to ‘Look eo ueay 2 


concerned about *fandrats! condition - rouinding her that cho did not 
have to whicper when talking about the cirl; ‘Don't forget that you 
have known her for ever twenty years ond che's been in trouble before.! 
Sindlarly, ‘Joan’ had been referring to ‘Auntie Amie! by none &> t20 
becinmiing of hor speech, and the director rejected this because ‘It : 
sounds ag if we are trying to establich that she in ‘Auntie Anio! = the . 
use of the Aunt's nane may, in other words, have sounded like a dramatic 
ploy to roeestablich tho character's Adentity which night have damared | 
the naturalistic content. 


Because of. the delays caused by the lighting probleas earlicr in the ny 
“this cceno was not completed until past eight ofclock in tho evening, but 
one further cceno had te be filmed in "Joan's! house before it was handed : 

. pack to tho occuponts co the dircetor decided to press on with this 

naving obtained tho apreenent of tho crews ‘Croso-cyed Anne’ had z 
eventually ea ih with 'Charlie', thus dopriving ‘condrat of what little 
confort che had pained from that relationship, and in utter despair, 


a? ‘conden had tried to telephone her sister once noaine The scene to és -* 


filmed in ‘Joan's! house yas to be the other end of this telephone call, 
yhore the sister is sho own talding tho call and futilely trying to understand ~ 
: {to purposes Apart. tro the tragic weight attached to the deaf girl's 
attempt to contact her remining source of confort by means ofa telephona » 

mel symbol of the hearing world), the ecene won also intended to be an 

. ‘giiustration of the contrast between *fandrata! position and that of her. 
- eister. ‘Sandra’ would be chown ringing up ina otate of despair trea a 

x payphone in a seedy pub, and "Joan! would be chown taleing the call on pee 

own telephone, in her om house and with her husband visible in the 

me packground as a eynbol of cacure domesticity. . 
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The vay in vhich this scene was filned was compromised by one of tho | 
moro unexpected constraints which can soretimes operate upon location . 
fiining. . The director had already sourht tho agrecnent of the crew to 
work on to complete tho geene, even ‘though this meant that the rostered 
a supper break would be missed, but in a situation like this there was 
no theoretical limit to the hours which could be worked. veyond the 
procress sively prohibitive overtine rates. The unit alno included four 
: drivers, however, whoce: fob it was to ferry. actors and personnel between 
the hotel and various Jocations. While these people had eimilar overtime i: 
" apreenents as menbers of the fin unit, they also had to comply. with the | 
“more general rulings applicable to their particular Job as ‘transport 
operatives! which moant that their working day vas Linttea to ten hours = 
irrespective of whether those hours wero deemed to be normal tine or 
overtino. Strictly speaking, this rule is designed to atop ‘drivers 
‘being continuounly behind the wheel for long (and therefore sindeatoe . 
periods, whercas tho unit's drivers actually found that they had little | 
to do for long periods during the day. The shane ehacid neverthelens folt a 
that the rule was inviolablo, and pointed out that the drivers chould — | 
also have finished at roven o'clock instead of eight because of the lnck 
of a supper=brealcs Since the director had beon unable to even start 
chooting the last eceno until after eight otclock this generated a problem. 
One of the reasons for having four drivera was to enablo then to work 
., shifts such that this sort of problea could be avoided, but as it happened, 
| - only one of the drivers was on a late chift that day co an agreenent wos 
5 Gone reached vhere this driver would stay on until the ccene was 


finished providing that. the others returned to the hotel with ee of the 
j - equipsent ‘vans forthvith se? . 


The alternative would have been ta postpone the shooting of this . 
| last scene, but this could easily have neant that the ecene would be : 
lost altogether cince the shooting schedule was already extroncly | 
tight and there was no guarantee that the location could be hired againe 
Furthernore, to caatsens the scone would have been a vary oxpensive move he 
since the actors would have to have been paid for the extra tine, the 7 
Location itself would need-to have been re-hired and re-dressed and cose * 
of tha props reehirod too. Having made the decision to carry on with the | 
ECONG, tho director nevertheless found hincolt left with only a Ainited 
” punber of Liphts efnce sone of the equipaent had been taken back to the 
hotel with the drivers, Fete the telephone cccne had to be filmed as cno 
chot without any cutaways vo for example, 'Joan's' husband or the 

| tolephone itself. Tho director's oricinal plans for the scene were | 

therofore directly compromiced and the filn itself ultinately ~ if not 
~~ gerlously = affected. This incident did nothing to alleviate the high — 

| Jovel of atreca which ds orguably normal vithin a fila unit, and which — 
-» during this particular day had already been ageravated by a reries of | 
“technical broskdowms, but 1t ought to bo said that the drivers theacolves 

*. felt that they were in a cleft sticky in fact they felt quite atrongly 

that the ten-hour Tule worked ngninst their ova best interests since it 
atopped then working the overtine which the rest of tho crew could do. 

Zt mst also be caid, houever, that the co-option of extra crew herberg 


: on to a unit like thin should i a have allowed for a Exonter: derreg 
e “of flexibility. Py 


Ajeet v suk . : a a . - : 
hcg. ist ; ae : ae 


|The script had included 1 two hort scenes aftor the ‘epinodes vhere oe 
bed dincoverdd "Croso-eyed Annet ond "Charlie! together in the pub to ass 
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the girl walking back to a chabby house with two "Doscera'. The ecenee o 
‘had two main points to makes; firstly that "Sandra's! life was degenerating - — 
even further, since she had now taken up with two dowm-and-outs, and | 
‘secondly it vas here that the girl would be shown pocketing « scald Inifo 
~ the leife which che would later use to stab a man towards the end of 


the film. Most of the morning of thin twenty-sixth day was taken up - 


with filming theso scenes at a particularly grubby location an the agde 
vhero the police were etl investigating the real. curder which had af 
recently tak con place. Neither of the ccenes were eventually uscd in the 
. £41m, however, because the divesven was once again looking for ways of 
reducing the amount of mterial within the constraint of the tinoclot. 
. The scenes wore relatively expendable because '£andra's! continuing 
_;, descent was felt to have been covered by other scenes, and the establichnent 3 
of the fact that she casriod a knife would be denoted in a inter scone 


where che threatens 'Cross-cyod Anno! 


Nuch ‘of the rest of tho day was then taken up with shooting a sutbor of 
“exterior shots of 'Sandrat vandering about the streets for inclusion in | 
the fils after cho had left her cister's house at tho beginning of part 

“? threas ALL of these shots vore made with the aid of a nininua crew 
whieh enabled the director to set up and ‘take a relatively large number 
 . of chots within a comparatively short Bpace of tine. sven aistaene’ 
< shots wore in fact made in seven different locations during the afternocny © 
‘the firat of which wos a pick keup of ‘fandra! soliciting in the street. - 
com The firat tine this ccene was atteapted had proved to be a failure sinco 
. d of here were too many children about, but this time the actress was 
de positioned on a street corner opporite a pub with the camera ang nost of 
a the unit well out of the: way to avoid attracting the attention of 
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Shave beforehand, but the make-up department 
hot _— . . P ‘ 
some stubble’ in the form of tiny hair 


‘ Sprayed Onto 
a sticky base 


% 


TBIa5? 


Tal 


ote Pes 
Shooting 5 
Bradford 
} a) \ “CP . 

left ) is ju 
stones 


Che director 


« 
. 


st about 
towards 


\ 
\ 


a 


Ss wanderings in = 


minimum crew. 


ss 
the ‘cameraman ( sec " 
Lune ‘cameraman veCconda 
4 \ 4 ‘ 
Centre ) instruc 


Cc 


to walk across the 


Yr 


eWe 


seen erbe “pebsite the probes ubich having the eee mistaken for | 

a gonuine prostitute might have caused, it was nevertheless tho . 
intention to film any enccunter which ae had with a genuine member of © 
the public. One or two people aid in fact stop as the actross loitercd 
on a corners but tho shot which was used in the film itcolf simply 

- ghows tho girl on her oun, which could have led to the connotation that 
prostitution was itself no easy option for ‘Sondra By this stage in 

’ the shoot ninoty-six napazinas of film had been used up (or about nixteen 


3 hours of running-tine) co to help cut dovn tho wastage-rate these chots 
2" yore nade with roll-ends. Roll-ends aro those lengths of fin which are 


Left exposed batwoen marnzine changes} when shooting longer scenes it is 


- usually tora economic to: waste the lant fow feat of fin in‘a roll than 


to rick having to cut a cceng half-way through becauce the filn has run 
out. Co with short ccones Lito those being chot this afternoon, these 


roll-ends can be used up with less fear of ortificially cutting chort — 
. an actions 


'. “Another of the short ecenes made at the ‘pub exterdort Location waa to 
fo show ‘Sandrat and her old West Indinn fricnd coning out of the pudy on 
* the cecond take of which the (rca) londlady hurled some abuse at thea 


is ; tos dovneond-outa rather thin actors). This was considered to be useful 


~;, footage since it was a conuine event rather than a otaged one, but it 

o _,wao eventually rejected beceuso of the tine factor once agains Host of 
. . the remaining chots filmed in the afternoon showed "fandra! ianiering . 
or aimlessly throuch alloyvays and otreets which would be used to indicates 


jy the Zack that che really had novhere to go after loaving her sister, - 


i Seven different shots wero mado, of which two were eventually uscd, with 
io the Pode rounding up call children to play in tho backgrounds and the 
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pound recordist barking at various dogs to nate thea tark back at hisa 

for cone atmospheric coundeeffocts. Vorking spontaneously with a 
“Linited munber of erey in this wy alco conerated a particularly sivays 
atmosphere within the core uitte ‘I could stay here all day,’ comiented 
"the directors and coth caneranan and the cound recordist confided that | 


- thoy proferred to were in this manners 


One of the main chots was that of ‘sandrat walang behind the canera as it 


egioiea bacizwards down a narrow alleyway and out into a cobbled backstreet. . 


_ Whis was one of the chots wiich vas used dn the finished film and is 


. interesting insofar as it was o tracking shote Apart fron the fact that. 
.- there was sone difficulty at the tine in elininating 'film-maker's 


. », fhuffles! « the cound of the camera erev's foat as they walled backwards - 


_ only a chort distance in front of the actress « the fact that the camera 
was roving with tho actress helped to make her stumbling walk more 

_. afmlosa. If the camera had remined static the actroas would have a 
be oppoared to be noving either towards or away fron it, or across ve line 
of night. Song kind of direction would thus be irmuted by her movement 


'. relative to the camera, vherens by having the camera rove with tho | 


7 actress the fact that cho wan walking would be denoted but eels, | 
: _ that che was not walking in any particular direction could be onhanced, | 

| - Although the camera was looking at the girl, it was also in a conse — 

on teking her viewpoint, elnea tho hand-held track mirrored her eye-Level, 

. ead motion. This technique could therefore help to indicate both the 
Ete, ainlessness of tha girl's wande cing and her ow experience of it; 

_emetly what che was exerioncing could then be included in the dieresis 

roe by having the actross look douncast and miserable. When the sceng is 


.. wieued in its finol context, coaing as it does after hor. epparently 


oe c carefreo departure fre cas sister'n house, the axetest comotation 
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covld thus bo rade that the girl was ievely putting a brave face 
upon o situation which cho Jew to be desperate when she left her 
sister's. Tho director's intention to idontify the girl's relative 
- Gsolation through what he called a sociological examination <f rravadling ~ 
conditions could therefore be combined throuch ceenes Like this with a . 
nore intinate illustration of the original girl's interior perepectives 


One maes of these chort scence Was fined bofoxse talding an evening 

break, showing "Sandra! cad tho Vest Indian roturning to his flat across 
a bleak: tencnent square. This would be used towarda the middle of 

part three of the filn to indicate that cone form of a relationship | : 
wag operating between then and to provide on explanation for ‘Sandra! ee 
-. potuam to the Vest Indian's flnt after the stabbing. The nature of thin — 
rolationship would nevor be cpecifically denoted, but having establiched 
‘that the girl had already boen to the West Indian'e flat before, dt 

waa then possible for an pudienco to malo the preferred deduction that 
he was someone to whom che could turn in tines of trouble. Again, the | | 
Ape the chot was mado in interesting, but for tho opposite reason for 
which the alleyway chot was B06 Hero the camera was cet up at cone 
distance from the cubsects, high up ina building ouch that tcondra! o> 
and the Vest Indion could walk from.left to right across the camera's 


| geld of view, thus emphasising the aibeveien of their travel toward, 
the Vest Indion's sears 


to last scene of the cuy was set insice an Indian resbaurant, chowing 
toandrat, 'Charlic! and tho West Indian having a moale This was to. 
be used to break: up the otherwise unrolcnting gloaa of part three — 
wich could have habituated an audicnce to the idea that 'Candra's! 
Life was totally without Light relict, but it would alco cotablich 
the fact that the Wesh Indian us iaterosted dn the girl and that. 

n contrast to Wheelie! he uns a rathor pentlo mane sae actor 
playing this character vas considerably younrer than the orisinal : 

> Vert Indien, who was a man in his ciddle sixties, Yat he had onent 
woud time with hin, finding out about his relationc:la with the : 
oriminel cirl. The actor deccribed hin as being 'really Inid back", 
but oxplained that the old Vest Indian had pemuinely leved Sendra . 
nnd vas thus one of the very few people who had not sisply sought 

to use the girl in sone vaye In ac seni the old man ofl the girl, 
vero tuo ofa cindy beth having gatfered projudico and the failure | 
cf poople te understand the ‘otherness! of the culture of a firct- 
conerntion iamterart on the one hand, or the drolation nnd the 
 donbility to commutteate of a young, deaf girl on the other, and it 
yas to the Vent Incinn that tho girl fled in her youie efter the 
stabbirrce 


is suggested in the script, the reotaurant une 'eheerlens and drably= 
dccorated!, standing: next to a rubble-streim vacant cite and 


a pob advertisine a pool-rooa and topless po-po dancers. Tho 


restaurant's proprictor nevertheless teck connidarable pride in hin. 


- Yusiness, wiping his tables with care and assuring the crow that 


Pig 


cyponite - 


lis coffee was made entirely with milk and ‘proper Mesenfo'se The normal 


€ 


x 


scutdne of tha restaurant's Lusinces vas in fact to'bs incorporated | oe 
“dnto the fin, since several real custosers were asked to nit in- im 
the background of soao of the shots ubile cating their meals, od | 

the comine waiter was asked to play hinnclf - "gust treat these 


people Like normal customers! the dirccter instructed. 


Going out for o real like this was supponed to be a treat for the 
‘three fricnds, co tho dhroctor told the actors that it should bo -- 

fon almost renounl experiance! conducted in an atmosphere of fun 

end enjoymonte He alas encouraged then to ad Lib cone conversation _ 
which would holp to make the ceene more natural, bub viich also caused 
sono minor problens. Tho major probics: with ad inbins in a ceone 

Like this is that ad libs included in om cstabliouing chob-have to be. 
repeated in any cufsveys that are made fer t'y: sake of continulty, 

and senetinca such ad [ibe are too lonn to bo accurately romcmbored 

or recorded faz the repeats. Uere, for exemmle, one take had to be 
abandoned beemino the two mile estors benano entangled ina Lengthy > 
errant nbout dominoes, the details of vihich nedthor could rencnber 
for the cutmroyse Ac had happened before, there wan also a Cancer | 
of an actor including ao conuine mame in ana ad lib since their research 
had often involved contact with the original peeple involved Tho 
actor playing the Vest Indian, for cxec=ple, mentioned sonmbody. called 
'Tonty Vern? at one point witel: had to bo Caloted, and on anather : 


eceasion referred to "Sandra! by her real nave. : 


Cricinally, tho seript-had had the Vest Indian tryicc to purcunte t candra" 


to go hone with hin witle MCharlic! was eth gratia’ the table, tut for 


Fas Fo iy 2 Fae ee od a mt 
the faces thiucelves the director tried to male 


t 


ake this recuest more oredipla | 


i ae ee 


by having 'Chorlic! leave the table te fetch a Somdon. Tho Vest 
Indian's sungesticn could thus be made more intinate and covort 

puch that it nore elcarly provolsed 'Chaorlio'ta’ reaction ca his 
return - 'ucls of f and Leave har nlonat! ’ It unc net tha - . 
Antention, kowsover, to expand this exchange into anothor violent © 
outburst, co the director inprovised an additicnal action unich 

wos decimned to deflate the tension of the previous action and 
dialocue witueout cyacuating it of ito intendsd meaning (that tho 
West Indian vantod to detach ¢Zandra! from 'Charlie!). This action, 
witich doas not aypéar in tho seript, Involved 'Charlic! pinchinc | 
the Vest Indian's hat as ho Sunod quictly to tiinself ‘aftos tho 
forner'a intervention. This netioa at first soems to ba a furthor . 
provocation for the Voaot Indizn, but on having lis hat rently roturned 
tho ncticn is revealed to be a joke and the tonsion 4s relieved. ‘Tyo | 
points oris.: fro this; firstly the fact that the Vest Indian doos 
not rico to the provocation ds a further clue te his gentle, non- 
anpressive character, and secondly the improvised action conerated 
g mall problen on a techtical level. The director had wanted the 
test Indion's reaction to Ichastiets! aomressiva dinlorue to be LAS 
in a big cloce-up so that ho cold be viounlly eeparated froa the other : 


two, thus forerrounding his expression of wary atquicsecnce and 


- emphasising his status of boing peripheral to the other twats 


relationchip. Maving sot wp the exnora for this closc-upy hevover, 

it becnne difficult to oce the oubsemicnt netsen ef the hat routing, 
pince the toy of the Vest Indiana's heed uns already mute close ty 

the top edco of tho frame. Had the cacora pulled pact: fron the ici 
in order to chow the kat bong removed it would have anticipated that 


oment ond ray thorefere have over-erphasised ite dmportance. such 


4900 


a movencn$ would certainly kave iliccitinately changed the scene's 
perspective, since the character's nood would change after the hat 
had been removed, nob before, co an alternative technique could - 
have been to make the wisle shot wlder, but then ono would lose 
the advantases of the ble close-up. In the finished fila the} | 


cloce-up ums retained, therefore, but at tho empenso of having tho 


hat diccmeans eut of the ton of the frou. 


he scene was wrapped at ten ofclock, and uss esncrally considered 


to have been one of tha most successful co far, oven the caucranany 
who was customarily reticent when it care to post mortens, reaarked 


that ho had enjoyed filming it - "because 46 ung rood dialogue; 


wall acted and woll cirectedl, 


fev twontvecoven 


~ vas the last rest-day of the choot prior to the final week in 
Bradford. 


Tay tuentuestiant 
Peer ee cin caantiantinahterhentenitpiaiaeianietatimnenieel 


@ha criginnl schedule for this day kad boon altered quite extensively 


cuca that all the sconces could be shot in om aercund 'Charltetst 


~Qodeingse Sandra had Lived uith thio mon for a short tine bofore 


- pedne ousted by "Cross eyed Ame! and it was hore that the 


scabbing 
teols plnce., The diroctor had found a filthy bacoment roo to serve 


es the location for Wharlicts! homo very near the place where th 


eriginal atabbing had talon plecey ane had neootiated ts use freq 


the Paidistent Jendlord in this predominantly Toliistant area of tha ohty 7 


Leatectiaal 


even tharch tho roon Ltnelf was occupied by a wiite alooholic.  ttig 


type of Inglinhenn who Lives here won't mind moving out for a dey! the. . 


hey usually de no in one tako! he explained. 


londlord explained, "because they are half-stupid anyway? (2 ~ 


montioa this because of oa event watch would tale place on tha 


following cay). The first sceno to bo shot was cot in tho street ; 
outside this house, and shoved Maondrat and 'Gherlic!t stagcoring | 


back fron the pub after their meoting viere he cives her the drugs. © 


1 


Since this was chot in the morning, the comotation an far as the 
fils won concerned cowld havo been that tha proviows scene in tho. 
pub had occurred curing a lunchtime sesnion vhich would kelp the | 


inplication that thr eomle had nothing better to do than drink ‘ a 
curing tho day (the script bad set both sconce in the evening). urd a 
the filnin; of this scene a gomuine rag-and-bone manuitha horse and 
traller vas co-opted inte the action, and to the dircctor's curprisa, bi 


the man deformed bia that ho had already boon on television four tinen ~ 


Me 


The noxt cocne showed a very cinilar action, exeopt this tine Wendrat. - 
vas chown vallcing up to 'Charifets! place on hor own. Originally 


Trt al cgi Saar 


this would have eon placed efter tho 'Dosser'st scene to indtente . 


that tho cir) had tried to rotwn to 'Clurlic! after staying with 


5 


So dowteand-oute followins the incident where sho dincovered 


& ot de 


'Charlie! and "Crocs-eyed Same! together in the pus. Doth of these 


Last two scones were subsequently rejected, however, co 'andrats! 


walls up to 'Chorlics! was eventually used an part of n cemionea. 


Rae ee 
rascwing the girl wallclng ainlecsly about before discovoring 'Charlice 
and 'Crossecyad fmne! tencthor in his roar. See of the scasonmn fox 
malting thene changes will becane clearer Vien loolcine at the ecitine 


process, tut for the moment it can bo noted that much starrannenents- 


were possible because noct (of the action for part three of the fils 


‘s tie e : fi ae eS 4 fae se aera alta a ahs » 
= . 8 7 o. LOS : - x e 
; sot . : : i ~ : on 
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takes place within a relatively chort cpace of binoy so! Candrata! 
cgpearance and costune would be rolativoly continnause BOS Se 6 ous oe 


For the next ccene, the unit Bas ante the besencnt rocn to fii’. 
tho lnst part of the cequence wacra the girl nects "Charliat, ite 


none vith hin and premeably goes to bed with hia. ‘Thin precuxption 


was imtondcd to be hora out by the fect that "Charlie! is chown 
49 ba anlecp, with IWondsal getting dressed. Jnother murposa of 


éhe geone van to dosnong! trata that the cirl uss ctill basically 23. - 


Pe oy 


affecth mato, caring person since sh? vrapa a coat arovnd the ens 


Iherlict with, as the sexipt indicated, ta centlo,loving gonturet. 


‘The main point of filving thic and subeoquent scence within tho tiny, 


ah * 


cirty rocr was to clive an audience some idea of the aqualor to whieh 


the girl an descended, and the loots Cand sell) of 


“" 
oo) £ tho plnce 


certainty helmed the acters to vorls themselves into theds partae 


Dut the exvranwm stil) had the problen of tran 


lating tha actus 


ggualer of tho location onto filmy for there ic a conga in wWidch 


Meio on alject con male it loots “potter! than the original. I 


hevyo alumya found it cuite a oatisfying oxperience te receive proofs _ 


f£ orapiies ox artyvorl: back ‘from ths printers because the printing 


process reduces ah my irrepulorly dyrinted crowings or overlixys 


to ono uniforn murfase, Wich can 2ools mors 'profensi nal' than the. 


osipinnl. If this ae oo, it ic pertially becauce tho oeinter'as 


process emiera reduces tha ferornlns thrsesdinonctomLity of the 


oripinsl to the tyo~inewshonal inare of the com Gh ich is way even 


n pood print of a painting in instantly ciscermnbl TS oricisal). 


fhe sone iden anplien to a phetosraph or cvon a novine fli of a. 


threo-dinonsional object, inca the flat surfnce of the inare can only 


ay 


reproduce the AMluston of depth, and earnot reprodute other atienlé - 
rach as sxcll ~ at all. he physical fora of the inam on & ecresn ~ 
4c, in other words, constant, co the forn of the original has to 
be isplicd through the content. The content of the image of =~ 
Icharliote! root vas nevertheless constrainsd by the fora of the 
room itcolt; being a vory gral roo, 2¢ was once again ieposaible o 


fox the cmiora to taka in all of the inforsntioa which the roca 


coutained becaui it could not move for enough avay fron its object, 


nnd using t90 wide a lens would have tho effect of making the reco 
nppear tobe larger than it wee intended to ucote Dy commronioing 


oy the distance and lens used, the emorncan connetpyatly had ta_ 


+ rhh de 


“Joso a view of tho floor, fox emis, and it was the floor and 


potton cdee of the walle which wore the nest dirty and squalid. 4s 
“ ‘ 


ho axplnained aftervards: 


tio very hard fow us to ceo the floats in these le 
Leentions bocause of the anche: wa've used, but - 

wince yeu are loolsing at tho floor you can't nee 

tho mic, 69 thon you've pot to really concentrate 
imo the wille, and dn fact in sar of our masty 

mince: there vas actually como multe cood wallpapers 
masts thera? CP cours you can Indild im the ime 

yy tla: use of difforont Jensen, by uae angles you 
choos or tio fsbad of Mbetstine vou use, bet in our 


re 3 wes « . 4 si 
eno: often time was taa birssst factor. 


fo Leck of time was, indeed, particularly evident during this day te : 


ghooting as wlll transpire. 


By the becinninge of tho afternoon, the unit ims rendy to shoot ths 


next scone, which would form part of the memuonce dn which Wendratl_ 


4n econ crying alone in a pub, folloved by nnother 


thes ainlens ual: afte: 


qixich she oventually onds up back at 'Charlic's! plnece ta discever hin me 


with 'Crosca-cyod Amol, The seript hod had 'Charliel lying face-dam 


Aa 


oa the bed in a drunken otupor, revealing Lavo-nerateches on his baci, | 


. 


had pisiosted that tCposa-cyed frat should stond by the 
window, Mictting a cigarstte; the net intetition of ukteh ves to — 
indicate that theee two wore now together and had evidently fomed 
a cexual relationship which would then provoke 'Sandratnt rathetie 


rama on hor entry. a tm bey Sie 


‘ aS 


In tho ovent, tho director decided to have 'Charliot and 'Gross~oyad ; 
fare) watching televiclen an Mondera! cones iz, ac ke explained. - 

at tho tine, 'Tt Waxy be too coray to hove (fandra) discover Bo 
Wrins parctomel"; it's enough for her to sirply find thon 
Sogother, and having the telavicdon on inevensos tha feeline that 
they lave conethine which (Sandra) doon"t ~ suo in.abveady excluded . 
frea the act of watelsine T¥e There wes a pood goal of discvuesion 
between the actors and the diracter over t'> layins of this ncene, 
and particularly over the motivation for the ensuing fipht between. | 
‘andra! mul "Crocn~oyed Annet. The dirsctor wanted to avold the 
cliche of end woonn finding another with her Tat, and also wanted . 
the recultines finkt te be con ained and mich lees violent than the 

_ prevdeus Licht scono vhere "andra! first dincovorn the cownle tocother’ - 
in he pub, "that ee waa tho enpay onet ho ‘sattited ‘outs tenis one 

« Js such, tho ¢ rector wanted the main actreag 

and "rocd-eyod Jnne! to try to reason with cach other initislly, before 


thoy ovartec to ficht, bub the actress thoucht that Mauer! vould be 


Yalmoct ronic! by thin stage euch that che vould loss her ran vory 


quickly; ‘eho knova in her heart that there tim will bs together befor, 
_ghe cones in! the netreas vontured. Several. rehearsals were tricg out, 
with slightly different muances ef action end notivation 


until the director uns ressomably catisfied. The main probloen wan that - 


being introduced 


‘ 
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the director agreed with the actress that "andra! chowld shey a ; 
degree of disbelief iu Sinding 'Cross~cyed mmo! with "Charlict 

(44 chould ba remer bored that 'Cross-oyed Anno? had ntarked out as 
iSendralst friend, but had already had a relationship with her . 
hustomt) tut after a momentery pause to register this paeee, the 
fight itoclf naturally tended to cevelep into a much bircer action 
khan the directom wanted. There was n dancer, for inotance, of tia . 
mition bocathry: too much Tile the notol inaidont, wv here the wee Lonco 
vgs inatrmcntal to Mandrats! damfall, whereas the violence. in 

this scene ums inte nded to be muth nore incidental toe the girl's . | 


continuing decracation. 


- Dy mid-afternoon the disector ung roady fox the firct L tales, cud by. 
then the achion bad segolved itself into a fora wich allowed ¢ he 
cain netres: to. evpress "Sandra's! alnest mae desy cration, ines 
gic produced tho lmdife which cho had boon entrying ever sincs ths 
Iessers' scone to threaten ‘Crosa-oyod vnna’y bat the violence 
Was thon eubolily deflated as tha intter onnklst overporored trandrat, 


this reinforcing the iden that the girl's dompotonce ta change her - 


em cltuation uns almost complete. Vorldine ost thin action had talen | 


pn uiusanlly long tine, but having made the firnt tris there wes , 


exforced urcals to allow the setrens plosting "Crasa-eyed Arcot tes rest) 


7 ane rapes a ae seg et a ray 
hem bit iets fhe had been tn sarin: ac cpeelally made cemacal contact 3 


Werte dy 


to rive bor the ronufred oqtint, and there was a Linkt of about two 


hourr to tho tine vinich cho could keep it in place. Devine thts Saw. 


the conerncnn. : ths opportunity: $0 try to ateprice coi atre lish 


for the ccene: there 1 eR OF aad ono rt rant, window in the rosy not i 


up on one will since this une a bantoont and the cheer ole} of o., 


oe obese a 


root Linkted tho mumber of artificial lights which could be usede 
The acters vere therefara placed underneath the window to catch the 
Light coaing from an Mit outside, and two blondes and a redhead 


wore used inside in addition to the centro practienl Licht. 


Py 5.30 pete everyone was ready to make a second take, this tino’ 

with the television cet worltings Fox reasons of copyright tho Sot oo 
was tuned to an IUV channel and the P.4. mad2 a note on hor 

- ebatinaity report civing tho date ond tine of the trancnission ; . 
should thera be auy preoblea later. vortunately, the programe being — 
traucmitted vas mo old filn, so thare was a food chance that ‘it would 
stay ou for long enough: to remain im continuity white the GCN Was _ 


boing shot, Wut this also provided another ninor constraint in terag. 


‘ 


f£ the time available for filming this econs. Another minor difficulty 


it to ns 


concornsd the boort mlerophons, which beeauss of the lighting an 


the nine ef the roon was in danger of eranting chadevs on the wall 


ed td die hn te se 


and in point of fact the secoad talso hat to ba cerapped for this. 


MOAI | 


Fovarda tic end of the scene "emdral would be struck by tCross-cyed 


., = ¢ 
fnnot, whorewnon che s 


Te) clumps onto the bed in a state of pcoycholog2 
rather than phycical defeat. The Inst shot of tho sceas would thon 


bo a close-up of the girl, crying on the bed, after the chhor two hag. 


left here Tha dirocter did not want to include a cutnuny of Crosse 


ogee anno! and "Charlie! Icaving because he wished to concentrate tha . 


attention wnon 'larmira’ for the Inst soction in order to observe hoy 


desperation and defeat throush ao custained close-w:. It is, hetver, —- 
‘h ’ Ty 


4, 2 i: 
a basde milo that ono dasa not ro fret a uiderhet to a close-un of 


%.. ~ : 4 ; 
the como choeacter without maicinc such a neve via a cutewsyr of come - 


ptt: clureacter ar object since this would distert the illusion 
of a contimioun tine-flou. After the actress had been struck, 


phe wma therefore instructed to fall out ef tho cancrals frane ~~ 


ville the camera stayed on 'Charlic' ond 'Cross-eyed Annet for a few. 
z eo 


mortonts, wrich would thon enable the cut to tho close-up to be made 


le” 


Tia closo-wy itself was then taiten frou apmrentnntely the cane height — 


) 
en 'androto! fined perdtion as che ley clumped on the bed. The. 


director had reiceted an earlicr notion to have the actress lool: up. 


to folley the other tuots exit becauno, ad he onidy 'I want cocplict 


defeat’, tat having the actress collapsed on the bed with her head 


tat che 


dom in corthination with the low camera height tended te maka cher 


Look Like n rather shapelons mann, co ceveral differont cancra 


pesitions wore tried befere n cultable ont wns Sound. 


_fAnce this ccens had teen technically difficult to organise It was 


ole opel 


completed until fivo ofclocl, whieh neant that the day's worl wis 


bopinnins to pet behind schedules Mary ot the problors vivich had 


been encamtered hore, and particularly those ansecinted with the 
lirhting, would be likely to reappear in the next ceene which the . 


dircetor had planned to shoote Thin wan: to have ch 


wnve Show a greup of | 


tcrarlio's! cromlen having on drunt 


after virich the stabbing would take place, but thore ima anager 


problen in ecttine alt, siz actora in chot civen the Lintted noemrt 


of avadlable” mmace 


mison evening in his reon directly 


a 5 


s 


not 


ace ond the correlntive Inck of room in uich to ecrogs 


all the nececsary Lirhts. One alltermntive emild have bean to tons 
flusrescent Lamps to tho cetling as had been done for the Sear 
gC0nd, bub thin would hove made the overall Urhting too even and. 


rather harch, nince the Light was notionally couing frean single | 


mt 


Secret i weenie citgee, Semen lee PE ea rt mre ee 
- etapa Paid 


2s 


Sop Hate Bee 


| | a A9B 
bulb in tho centre of tho roou. Another altornative could have 

ane 
been to use a munbor of eingle shots; Lightizg cach actor separately, — 
‘but either alternative would have talen a long tine te set w end | 
the day was already running over sshedulee. ‘nother factor which th ; = 
director was bearing in mind was that the other scenes whiich had 
Leon p msec for the evening would be covering the stabbing incident, 
and thece wore te bo Diined at duck. = Sines duct: doen not lact 
vory lore before i becomes too dari: to film nroporky, the sicsatan es 
wea censtrained te fiin ices seenes at a porticulnr timc, ‘and eeaes 


tice was feast comvonchinn. . * 7 : 2 


Having considered all these factors, it was conseguantly decided ehae Pee 
the party! necno would have to be poctroned until the next day - : . ae 
providing thst the location vould be nvailanle then - and the unit : : : 2 | 
moved upstairs to filn the 'stabding’ sccno in a hollvay en the other 


wide of the lildinge 


fo erdiginal cirt had boon jailed for manslauchter ore than 
murder becmuce there vere a musber of mitigating circusstanc2ny _ 
nad in a sense DUTY wms a record of these cireuzsterses except 
that the fila cousht to trace and identify their origin all the wy 
baclt to tho girl's childhood. fport frori the fact that ‘Sondra 
had beon conatantly abused by different mony a pivotal factor in her 
damfal® had teen her inability to camarucate, ond it ums a | 

~ 
combination of these factera waich the director wanted his audience 


ay 


to understond ag tho motivation for the stabbing. It was absolutely Vital, 
therefore, that the stabbing should arpoar to result fron anirals* © 

um > cm | ae * ‘ P “! 
oisounderstanting of tho cituation within the iomidinte context, and 


: ; 4 tn conc ALi tL teonee 4 kiwe WA c 
that ber gotdon was im cons sence Jeniticd with refcrence ta the Wiog,, 


of the rest of the fltze 


— 


Tn the comleted filn the action procecds ts follows? Wart, the mas 

when "Sandra! stabs, had left the porty ahead of the girl in a 

“yory druntion ntnte, bub we still etacgorine about by the front: 

, door an Mantra’ come dam the halluay to leaves. The lichtinz , es 

had been cet up cuca that ko was 1it ron behind to show hia as a | | 

‘einister sllhmioette! as the director insteucted at the tine, and 

the netross tas told to lool: surprised at the fact that Mian! eas. 

stilt in the hounc, and a little frichtened of the chadowy silhouette. 

the therefore stops in her tracks, wherounan Winn! turns and stacners 

nels touurds her, caring 'Clmoneesyou're nlripht! « meanins that 

tho girl could pass by hin to leave. 'Condrat, of cours, cannot 

hear that the man is saying that it ts nivicht for hor ta aqueese by 

hin, and ricundorctands that he in advancing teverds her to threaten 7 

her in cone woye Given the din Licht Mis Matta! larco, lunbering 

‘gimee, the abuse cho had just recodved at the party, her extroncly - 
poor poycholorical otate wal hom hintorr of teins attacked by | 

aiffarent mea, "Snnéra’ backs auay dow the hallway auny froa the 

man's advancese ‘You should be tiintdins "hy TD, ittn moing to 

| happen again"? the director instructed tha actrensg ae the tino, and — 

hor retreat vos Pilned with a tracking, hand-held eomora froct Waxtat 

PaQeVe to imply that he was otill moving towwds her os ate on 

QUAY y prosacd against the wall ag a eign of dncreaning terrere. 4b 

thin point in the fiin, and as no departure fron the returalis of thee 

peones, the director later iroluded a brief flashback: of about tyonty - 
frones chowing the Neat man’ from the motel alno ouying totmontts. The - 
Meet man's! vords were, however, vholly threatening as onpasce to | 


Max's? and the ‘flashbas!: vas intended to dacrense the tanasian aud imply . 


- 499°... 


ce er re Te 


that tfondrat ims, indeed, under the iemression that this was 


eee 


a 


poing to be a repent of her previous experiences A further flachback. 
wos thon dnoludead of the Wfeat man's thin tine of hin moving in te — 
attack the girl, after vhich "Sandra! trias to push past “tnx! to 


escape into the atroot. 


se tvo flachLacha wore intended to be partindly 'lencrals! am 
recollection and partinlly a cue for the audfence, as the director 


comsanted during the editing, _ 


Sy I think: itts both. You are narty to the information | 
by the and of tha fin you soo; oat the becinwing tha _ , 
information is all hora. <4t the aml you know ag mich = 


rete gatas, am 


* s « f ae Ms f 2 “ Fee o %: by = 
nosh dots, thovefore (the Zlachbacks) mee Uoth our 
a rye 3 rs 
ipfomwtion amd horse 


This is tr insofar as Camntral would not hava hoard the Ufeat mnt... 
coying 'Cleonl!, but such detail is in any cane irrelevant vhen 
dealing with ouch a non-naturalistic devices. The mibivalence of | 
the flashbacks notwithstanding, they served to catalyse the cir’'n 
panic and sho tries to got past Ulaxt to run out throurh the onen. 


door. «lo had noanwhile clismed to the floor, but rices up azain, 


with his hancs cut to try to cals Slendral dam. Agmin, she 


nisunderstanda hin intentions end tries te fend the ran off, ctabbing 

hia in the process with tho imife which che had picked up in the 

'Deasera’® occno. Tha act uns therefore intended to be seen as n i : : 
desparate attcopt by andra’ to protect herself, believing that 
Was! was avout to attack her (whereas ho wos netually trying ts 


calu hor dome Although the 'Dosscrg! ecene vas nover included in 


the final fila, the audicnca would glrcady have seen the Imife ay 


tho seene viero "dru! discovers 'Charlict and Mrogseuyid Annet 


con bets F ee er res sana - : | 
Sogothe2, and the dutendsd taplication was that che carried the voenon 
ie tet, 


wa a 
hack inte the handle 


wag filmed in big clenceup co that it 


, opocdal effects ene, t 


BS Rae a child's trick ree 


mies Ride | Stet at eae 
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ure the blace woved 


2 Ten 


Sey and the stad itcolf 


Would be multe clearly viciblee » 


iG another G1tty. le of the attention to ateal, the point of cubry 

of tho pales 4nto Uliana! chest wag consonant with the wound uiuich | ‘ 
the oricinat man iad recodwod, Wat at the tice the director was not : : 
pure Eat tee Tedlis cas obvicis ono, piven the nist Dinitine aes 
gomlitdons, oc thoing tha next aiot of “lax! stangoring out of the | 
Kesey.» hours piysn thy csnovsicus sane Mossy etl, hots staobed | 
ule 


Tt 1 waa mov ten past oicht in tho evening 


to fada 


ma the Might was beginning | 


Tagicly oo Shore tr a couicerable rush to caminte the : 
following sections of the sequence, which would choy "ink! seehiae 
into the ctreak and "Sondra! running off into the distancee In fact 


Somme 
| seen dal 


ingly was not tine te file tho 


—adaca the dizoctir also 


Pay 


& 


seone of the groun of dz 


‘ae 


J i 
ants arriving 


Vanted to shoot 


necend of thesr notions proporly, 
ha chromolosically carlier 


at the house tricr te the rirty 


Sich he ‘nd already nghsnrsod. Lore 'Chorlicts! rclationshin with . - 
'Crceneazyed fama! would be ‘confiared, cines thesa two vould ke chown 
walking axrinearm inte the houso at the head of be prmip, ans thon cach 
nenbor of the prow wowld be ddwrtified in twee: moc the 


track en 


ae +e 
BLOS this nbs le 


ai Sh 


‘ 
cG& wit 


entering thy 


Be aan ot 
Vaten! horre 


if the house with the others, wut cho w 


COS Pevptsed gn its 
Lf would be 


aden “ 
SARL 


bet) 


co gince tue recuiivd effect was that che was siomly teccing alone . 
_ ft : He x Beas Sere eee : : : 
with tho other pe oho 5 aches thas boda aotheece aster of the party. 


Eive tokea ver 


OG sate “I 


Bes 


toro wilt 


even then the 


tin the onec 


was mtting vory bad for t 


a 


ee Of about Rbealf an hour, ond 


he ct 
sake 


wast of these, go tha: 
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scene was eventually wrapped at néneso eines to < it mist be said _ st 
most people's considerable relief. The last two hours had been 

somewhat frenetic, with a nunber of people losing their customary . | 
cool and several snall, but time-consuming mistakes te made (ouch 

~ as. allowing pieces of equipment to get into shot, or putting the wrong : 
slate number on the front of some of the takes). The camera crew in 
particular had been alarmed at what they referred to as the Mack 

ef professionalisn’ which they felt somo poopie were showing in not. 
being aware of the exact position of the canera in velation to the 


actors and the ficld of view, and it was cortainly clear that the 


former wore far moro in their element (as practiced dosimonbaryscaena) —_ 


than sone of the other members of the unite The net result of this 
elight reduction of efficiency was that the print of this scene was, 
indeed, very dark, and there yas some discussion during the editing . 


whether it could be used at all. | 


. Day. twenty-nine 


Because of the difficultios of filming inside the tiny room which 


sorved as 'Charlio'st lodgings, the 'Partyt scence had been postponed 


‘from the previous day, and the director had had to renerotiate - 
_ permission to use the roon again. fron the landlord and the roor" s 
occupant. This also neant that sone of the actors involved in thig 
_ scene had had to stay on extra night, which vould be an extra expense, 
and another actor who had been called for this cay would have. to wait 
(this 
_ scene being that of "Sandra! being taken to the Vest Indian's flat ie 
a taxi). 


until the following day until his scene was ready to be shot, 


A eR Capen are oe eh ser, 


t mentioned carlier that tho lecation for "Charlfots' flat had been i : 
found vithin a predeainantly Pakistani area of the city, and this. . ; 
fact Lay behind a major problen which occurred at the start of this 
day'a shooting. Whon tho director arrived at the location he found 
to hin dismay that most of the equipment ubich had been left bchind 

in *Charlictat rooa had been thrown out into the back yard, tha 
house's doorbell, renoved and tho Palsiotani landlord shouting lo 
noret,. No more}" fron an upstairs window. Ivon though the director o 
had gained the landlord's permission to use the roo: again, it 

transpired that ceveral of tho local poople had since patdidoned 

the nan to stop any further filming because they felt that the filn 
would misrepresent the Paldistanis as Living in the sort of erea whore | 
murders and fights took place, or where thero were rotton, dirty 
lodgings Like (Charliota'. Given tho fact that there 4c sone evidence 
that ethnic groups have been miarepresented in this vay by the media 
before, tho residents! fear in understandable, dexpite the drony of 
tho roon's real occupant boing a white pleoholic and the fact that 

the original stabbing kad taken placo ncarbys Tha local people also. 
had no way of Imoving that 4t wan never the directorts intention to. | 
rake the point that this vas a Poldotant quarter (this being entirely 
peripheral to the story), and thore vos also cone fear that tho film — 

was going to bo sone kind of pornographic movie because sone of the 
evorprosent children had been peering through the window during the 
previous day and had reported back to their parents that they had beon 
‘a woman taking her clothes offt, Apart froa the cheer -nuieance of 
eat out in the wtroct » the residents were also worried that the rood 
could be identified as their area, no all-in-all they yore not at all 


| happy about the idea of filming hore for a cecond day. 


Fron the point of view of the fila, this presented a ae problene . 
The shooting was already behind. schedule, and any further delay vould 


geonctrically dncrease the difficulty of catching up with the backlog 2 =| 


because of the interdependence of different factors operating within oe : \ oe 
_ the overall constraint of a fixed length of stay in Bradford. ‘The 

props men, for example, had already been scheduled to leave this 
Location at threo o'clock to prepare the location fer the folloving | le 
‘day's shooting, and the aftermath of the stabbing still had to be 
completed during this evening under the sane constraints a! fining 

at dusk which had operated upon the provious evening's filning. 


There wore threo main alternative solutions. Firstly an appropriate eS 7 
mock-up of ‘Charlie's! room could be built os o cat in a atudio 

to enable the ‘Party! ecene to bo shot, but this would be oxtronoly 

| ‘costly. Secondly, another roc could be found cleowhere, but this - 
would take tine and there was no guarantee that one could ba found 
‘yhich matched the original one, uhich night have meant that the. stones . 
whieh had already been shot inside tho latter would have to be reshot. 
Thirdly there was tho pocoibility of comchow getting back into tho | 
‘original roca, and to this ond the director eventually managed to | . 
porsuade the landlord to discuss the matter further, vaich in fet 
meant going to sec "the Big Han’ «49 local Padistand leadere 


ty a quarter=to-twelve the director returned with on agreenent that thy — = 
unit could, in fact, use the rood again providing that the street 


was kept clear, so all the equipment was replaced and sat up ready 


for the appropraite scene. ‘The situation had, in the event, been . 
caved, but at the loss of several hours of valuable shooting tin0; | 
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tine which was particularly ieportant becouse ‘of the ceonetties te al | oe 
involved in shooting the "Party! ccene. fo I nentfoned ‘above, ie cae 3 
vos well-nigh impossible to light the roon such that cach ofthe 
eix actors could be adequately Mt while retaining tho iepresoion | - | ‘ 
that only one, enall bulb weo boing used, co it had beon doedided to <a - 

Light each actor separately, and to use a large number of different. J | ; ‘ vd 
| engles uhich would inevitably take a long tine to pot up and filn. - | 
Aa a remlt of this decision tuelyo different canera engles wero. 
used which meant that the "Party! scene eventually contained nora _ 

cuts than ony other scene in the ontire film. Since tho cuttine-rate 
| for a scene can bo used to oignify a particular tempo, (using a fost 
| eutting-rate in a car-chase soquence can heighten ite ispronsion of - 

gpeed) the fact that the "Party! scene contained twonty-cix% cuts could | 
have dsposed an unintended pace. Thomene also, hovevery happened - 

to be the lengest one in the completed film, ouch that the cutting ; 
rato wos comparatively low at 968 cuts/nizute as compared to a rate | 

of 17.6 for on action ecquence like the "Swimming baths! scence. 
Nevertheless, the point I'd like to coke ic that the complex shooting 
plan for thin scene une imposed as a result of a technical constraint 7 i | 
‘rather ‘than chosen us a result of a epecifie intention to choot it | 
that way, and that the ccene thon needed to be a certain length in 

order to retain the required pace. . 


Tho scone itself would innediately procede the stabbing, and would | 
show everyone drinking heavily and taking 'Charlie'st drugs while | 
listening to rons records - frou ell of which activity teandra! 
would be excluded. Furtheruore, the girl would also be falsely accusca 
| of otealing some of *Crosg-cyed Anne's! records such that hor isolation | 


(2 0 6 au 
cid ts intenaified andl reinforced by her use as a scapepoate tchartie! 
and iccned-oged Anna! would then decide to go back to the latter's 
house, leaving ‘Sendra’ plone with the rezaining men, one of whos 
would simply assuze that she would go to bed with hin (thus reinforcing 
the idea that 'Candra' was juct an object to be used now) | Sendra 
would meanvhiloe be shown to be desperately nicorable, wanting only : 
to go to sleep, to which end whe successfully ejects thax! fron - 
tho bed after which he otunbles out of the rooz. fhe in unable, | . 

' however, to persuade the other man to leave, so in the end ‘Candrat 


follows Hax out into the wy where the stabbing tales 8 place - 
as described above. 


qhe econe took over six hours to make and used up about throo-quartors | 
of on how of tLln-stockt but cane fron the number of difforent 

shots which had to bo nade the filning itsolt was relatively otratgnt : 7 
forword no there in no neod to deseribe it in detail. A nunber of 
epecific observations can nevertheless be made. Apain because of 

the mmber of different angles, a particular foatuyp of the filming 

hore was the careful, attention to cyolines, Since the people to ee 
whoa differont Ketora were talking were nostly out of shot, tho Aieuceee. _ 
had to rake cure that the cpeaker was locking in the right direction 

dn relatioa to the other poople's notional positions in tho Toon, In | 
the particular case of a shot which showed "Sandra! looking up to the : 
tan who denands that sho co to bed with hin, the cyoline was also | 
dramatically inpertant. The girl vas ty this tine covering beneath 
- tho sink in a state of utter ninery, whireas the nan was standing 

above ‘s her, Go the juxtaposition of the relative cyelines could to. : | 


used to enhance the girl's disconfiture; her status an the underdog.’ ) 
(this chot is also similar to one of those 4n tho Motel! peend, ae 
whore the girl is loolding up to tho Meat man! after having been. - Bc ae: 
mocked dova onto tho bed, which da the cane shot which was lator 
used in the flashback for the "stabbing! scone). | | 


Just as the eyolinas hed to be carefully nonitered in order to’ : 
retain the spatial continuity of the roos and pooplo's peattiens 
within it, co the lighting had to oppear to be opatially contdmouns: , 
Although the liphting actually involved twolvo ceparate, and different 
rigs, the notional source of the litht was kept constant such that - 

one particular wall vas always thot! whonover it was in shote This 
sonetines meant that other parts of the rooa were very davis, and: 
the asaintant conermman occanionally kad tomsort ‘te pulling focus 7 7 
with the aid of a ponlight because of the extromo localisation of : | 
the light around the subject, which, in combination with the uso - | 

of tight lenses, meant that tho framing was often critical. Since 
there van a danger of actors moving out of franc, cr into shadows, 7 


thodr noverents had to be guite severoly reatricted during come of tho 
chotse . 


here were also throa constraints within vhich the director had to 

work which wore completely external to the filn itself. Tho firct 

of these involved the use of the recordse Savoral singles would be | ~ 
in shot for that port of tho noone vhere "Crosa-cycd Anna! is 

“bewalling the loss of some of her collection, and these were epceificarry 
chosen to be those inmued under one of the company's subsidiary record 
labels Gees 'Pyot) to avoid any free advertising or possible Z 
tntriugenent of copyright agreenonts. Sinflarly, tha characters vero, al. 


drirntcine cider cut of proprietary bottles, and the identifying 
labels were all carefully hiddon in different WaySe - The third 
constraint ws more scrioas. Tho seript had included a mmber of , : ; 
explotives in the dinlogue (isc. 'Crosa-cycd Annetal Line Mehols © | 
boon nicking my fucking recarda’) and the drunken party vould : de 
arguably havo included a creat deal of much myeoring tes meality. “vitdn . 
the required apirit of the action, the acters also tended te ee 
rather nore expletives than the script had given which waz . 
considered to bo raturalistically Ietitinate but diplasatically, - 
dLlegitinate with reapect to CU's ctatus as a nétworkable television | 
prograsmee The director congequontly solf-censored a mribor of | 
these phrasea, or ensured that he had alternative token with lesn 
| offensive expletives idiaten he have ta substitute thar later in tho. 
process 
The s point viich can bo nade do that the unhealthy atacophere 
of tho rooa vhich the director wiehed to convey vithin the scene 
vas not entirely on iiiusion, or at least it was not an illusion — - 
| for the olx actors and upwards of another six members of the crey 3 
who were eroded into the linited spaces The heat of the lights had 7 
evidently bestirred a mmber of virulent organiens which had been 
Living dn tho rooa, and the worlding enviroment uss truly appalling, 
'T didn't realise this was on animal picture? the nasistant cazern- 
went edaitted at the tinc, brushing an unidentified creature frog his | 
aleevay Tf 'arndral in partieular looks convincingly ovful in this 


section of the finiched filn, it do partially because ~ 25 the actropos 2 


confided after several hours of ‘being in the rood ~ cho was Genuinely 
‘fecling quite 114, 


Tho econo was finished by about efht ofclock, witch meant that thera ~ 


was just about enough time Icft to shoot tho scenes dealine with 
the afternath of the ctabbinge "lar! had tanaised to stagrer exbout 
a lundred yards up the aidestroet 4nto a main road after receiving 
his fatal wound, where the f11q would show hin collapsing in front 
of ~ and being narrowly nicsed by - a posaing car, the startled 


eccunaite of Wiich would then call for an oniuionce. 


“Sho action vehicles manager had supplied a prop police ear and another | : 


Cartina to be the "pascing car'y both of uhich yohicles had been 
| ‘fitted with come interdar lights by the electricdans so that their 
drivers would bo visible. ‘The anbulanco was, however, gonuine, as | 
dndeed were the ambulanco mene Covyeral trict rehearsals were nada 
| of the action, with the director concentrating upon the spot where 
tiaxt would eventually colinpso,. nince it was essential for the 
driver of tho Cortina to know 4n advance where the actor would fall 
co that he could avold actually ruming hin over. ‘Taving etrivyed 
gt a basic plan for the action, the takes thenselves were shot ina 
relatively ad hoc fachlone For ono thing, it would have been very 
difficult to pretisely chorcograph 'lax'ns! erratic progress tovarda : 
the main road, and the use of vory much artificial lirhting would 
have imposed an unnatural quality to fie dusk conditiecs which would 
in any case noed to be in continuity with tho ncanes gkot the previcun. 


—oveninge Sho difficulties which thin provided for the cazcreman were, 


however, quito intentional, since the directer specifically wanted 
thin postion of tho film to be very docunentary-Like, nnd had this 
been a seal event tho conoreman would havo beea faced with sinilar 
problemas The not result was, in other vords, very mich intondod to 
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The foeus-puller continually 


as the sound recordist 


+ 510 


— he da tho stylo of an cd hoc, chot-on-tho-run news or true docusentary 
-ptory, and the jorkiness of the hand-held conera was part of the 
gequired oflecte 


he cameratian described the cceno as *chooting for rcal', and both 
ho and the cound recordist were in their elesont once mores; dealing 
with the situation cuickly and officiently as indeed they would have 


. to 4£ &t really was chooting Sor real. During ona of the takes, 


‘for cexamplo, a microphone cable was wrenched out of its connector, 


< _ but was replaced practically on tho run by the sound recordist as 


it would have to be in a one-off nituation, and tho cancracan hinself 


| pppeared to be warling quite inatinctivelys noving ia for a bis 


clone-up of "iax* az kha collapsed to the ground. Unfortunately, this 

close-up van another of the chota ubich the director would later 
» have to cut (soa photograph) because it was considered to be lover 
7 the top', tut most of tho raterlal ts uscd dntest. ‘Two minor 

- + probleas had also erisen at the tino, first tho Licht had faded 


“Lo gery rapidly for the last fov talica, co the Might sroa a portablo 


. pui-gua was bounced off a nearby hoarding to aucsoirt what little licht 
romained, and e-cordly, the interlor lights in both tho cars had 

| drained their batteries cuch that neither would restart when their 

7 timo cone which causod sao deluye 


a Poy thirty - 
7 Y font of the film had been chot in chronolecical erder, bat the 
- next es cays would bs dealing with cose raterdal fer part one of 
the filmy that covering 'fandra's’ echoolizc. Tho criginal epeetal 
és doot sckool would bo used as the location, and the orrencencnts fer 
- this had boen nade cone tine in advance so the director was constrained 


| to decks tho schedule around tha school's availability. 
fo compound the unforesoen difficulties of the previous day, hero 

the location had very nearly boen lost, the directer hed found . 
due Ge Reade tik meas Vina ATS te chad Galo ted in Ween 
again for tha school seenos had pulled cone tendons in her arte # 

There had consequently been a risk that she vould not be available | 
during this thirtioth day (or indeed at any other time during tha 
renaining week of tho shoot), so an alternative shooting plan had had ” 
to be worked out chould the pir) fail to appears In fact the child | 
waa available tovards the end of tho week, but she did not appear 


this day so the appropriate ceons had to be filned ina rather different _ 


manner froa that planned. Tho seene concerned was the first one of 

the day, and involved "Zaby Sandra! being taught nerse speech 

exercises along with cone other genuinely deaf toddlers in ono of 

the echool'a classrooms. All the children had to be dressed for the 
period (1950) and the diroctor had also made muro that such articles : 

os hearing aids would not be anachronistic. It had, for example, _ 

been his intention to mke use of a hearine-test machine which the | 

echool posnessed, but it wos dincovered that this porticuler model 

had not boon invented at the time, so that idea had to be ecrappede 

Since "Baby Eandre! hersolf waa not present, the (real) teacher 

van shown teaching sone epeech-counds to various other children 

such that her close-ups could be cut together with close-ups of | 

‘MWaby Sandra 4¢ and when these vere shots Only the nest minim 

crow was used here with the action and dinlogue being irprovised at | 

the tinc in omer to make the pituation os natural as possible for 

the children, and, of cource, the film. Laving completed thin acone es 23 

unit thon moved outside into a corridor for the noxt once 


This would show 'Mother! and the "Senior nintress? Loolzing into’ ; 

the eiadaroad es part of the carlicr soquonce in which the former | 

is being chown around the school, for which 'Daby Sandrat would 
logically not be required to be in the classroom. This particular 

_ shot was described as a ‘nightmare! by the conornzan because it . | 
neant shooting tovar’e a bright window such that the subjec ta would ~~ 
tend to bo in shadow, It was aleo difficult with respect to framing, _ 
since the 'Sentfor mistrens' was rather short which noant that there. | 


was a considerable difference in height betwoen the two nctresson. 


Tho firot acene to be chot after Junch was that chowing the third, — 

_ teonage version of 'Candrat being reprimanded during a class by the . 
Isenior nistreas! for using sign-longuage (as opposed to the echool's = ; 
policy of using speoch, vhich the girl herself could nover master 
fully because of her profound deafness). This was an toportant | 
BCeNey firstly because it provided on reans of transforying between 
the second and third wersilons of the girl. This was achtoved by. 
having the camera ploced at the back af the clascrocs cuch that the 
audience would ostensibly havo ita attention dirccted towards the 
'Cenior mistreco! end the blackboard, It also meant, however, ao 
that "andra 3! would not at first bo facing: the canera, since sho 
and the other pupiila would be looking tevards the blackboard too, 
yo. as yet unidentified girls would then be seon conmnicating with | 

ch other in the forcpround of the shot) one of Whon would then yp 

” 4dentified as "Sandra" by tho 'Sentor mintrons'e? dinlogues | ‘Songrale., 
cone here’, You mist not use sign longrageeeets Secondly, in 

‘phowing the girl being exacked with a ruler for conething vbich eye. 
could not really help but do, the director hoped to sopaant BX Ldog 


of the particular catch 22 in which Mandra! was trapped. . This 
qrould lnter be reinforced during the scone with the ‘Lady social 
workor', but "Sandra's! ow reaction of defiance at the tine, and 


onger in the next scene (which showed her storaing into "Hotherts! nee 


parlour) could also be used as evidence of her developing character. | 


ifendrats4 look of dsflance as she is hit with the ruler could © 


glco bo used jn conjunction with the ensuing ncenes of her mocking - 


in the playground and being acked about nenstruation by tho. tSendor 
mintress’ as ovidence of an increasing independence which would 
holp, in turn, to indicate that tina wag noving on and that tho 
girl was groving up. Thirdly, the scene also included one of _ 


tcondrate! clasanates reading a passage fron a book, and rending . 


4t comparatively well such that ‘Sendra'st om rather bad speech ean e, 


would dater sets all the nore ‘faultys 


A mmber of cpecta preparations had had to be pade for this scante | 


Since it waa {a period once agnin, the (real) pupils had to be 
“drensed necordingly, and gone of the boys also had their hair cut 7 
ex tiod back by the make-up dopartaent which couned creat esusonent 


at least as far as tho girls were concorned, For a later sceno ta 


be net in the como classrooa 'Candrat would need to be able to lock 


out of the window from her deck to Look longingly out towards the — 
sportefield. ‘This meant thet the design departncnt would need to 


raice the height of all the decka by installing a false floor in the 
clasarooa, and for reegona of continuity this had already been done | 


for thin ctone too. Ag a result the practical flucrencent Lights | 


"yer then too low in relatioa to the desks, and co these were raised — 


oe | 


up ag woll. Useause the room wan quite narrow, and the camera lens | 


angle quite wide, ncarly all of the roon vould be in chet witch |. 
meant that thore wis nowhere to put omy artificial Mehts. Tho 
roc: was in sor case fairly well Lit fren the windows so no extra: 
Lighting was used. Using natural light for an interior scene in 
thin way inevitably causee problems: in the for: of unwanted slaron 
ond flnres, hovever, so some particularly reflective windows Lotgen 
yvore painted prey to counteract such problenst. - Durdsts the takes: 
_theeselves there wore alsa considerable problems with the Might _ 

| changing, co both tounny? and "cloudy? talses were mate euch that ; 
the oppropriate minlity of light could be chosen when cutting the 
peene together during the aditing. | | 


Te director was receiving tho full. co-operation of the school for 


filming these sequences, Lut in this particular caco he had not 


foregrounded his intention to include the action of "fendra! being 


punished for using sitn-Loaguare, sicce thic was potentially on a 


 endictmont upon the school's methods, evon though the reference wmmq 


to on historical cycnt. The event iteclf was iopertant, hawaver, 


and by about fou olclocis in the afternoon ~ wien 4t was tine to nove | 


on to another ecene = the director was still not complotcly eatisfiead a 


that tho ceene had worked as well as it eculd, plu the Light had 
been constantly fluctuating, so it was decided to nbandoa the cecne 


for the nenent, ond roteke it on tho following tay when the oht 
a: bo more stole. , 


The next chota to be nado wore to bee cont imation of tha Paes 


eno boene showing Ulthor? talcing to the "Sentor niatresa? 


° This tine = 


os the tuo ‘aetrenses vould be walling away ne the Saar plone. 


a corridor and dew some stairs before ‘Mother’ leavea, with the - 

- diolopue generally implying that ‘Deby Sandra’ should start at 

tho school as soon as posaible. so shots were, acpain, vory 
nifficult to film since both the camera and sound crews had to 
make o long, backward track along an unlit corridor and cut into 
the comparative brightness of the stairvell, where the plan was that 
the camera should continue to track backwards down the atairs. Tha 
combination of a moving shot in changing light conditions ncant 
that continuous adjustuents had to be nado to both focus und 
eparbing «while the cattora itself was boing hand-held, ‘put the 
diroctor wanted to film the scene in thin way to build up the © 
imprecoion of the building iteclf as a largish fees Lote 


ona which had suck corridors, soveral aan classroons and bigs 
‘echool-like! staireancs. 


The proposed track backwards deve the otairs choad of the two. : | 
netronnes: proved, however, to bo virtually impossible without tho 
ae oF Q canera-crane since the shot would oinply have poen too . 
wobbly, so in the end the ‘stodrcasot ehots were talon with the comers 
“pounted on a tripod at the foot of the stairs, with tho actreases 
being miked with radio-alcrophonens Care then had to be token not _ 

to get the 'Senior nistress's! Leot into the frame, since she had - 

been wearing nono nodern wedge shoes to give her sone ites hoight 
" yhich would have been wrong for the pared: 


tn the seript, the dialogue for thi scene had nll occurred aitelde: 
_ the building an ‘YNother?. ‘prepares to TENG whereas tho director had _ 
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decided to introduce sono nore visual interest into the scene by 
having the first half of the dialogue occurring while the two — 
characters wire otill insides On trying to flim the renaining - . 

dinlogue outoide the rain entrance to the deaf echool a3 a tracking 

cuot, it waa then discovered that it finiohed rathor abruptly, 

giving other! no real cuo to leave, so on the canaranan's 

_ Buggeation the director decided to attach all the dialogue to) 

the corridor and staircase coctiona of the BEquense, leaving tho 

exterior shot simply showing "other's! exite 4 hex four takes ° ” 

were therefore made of the staircase action in this nodified form, 

end then soven telten of ‘other alone leaving the building. In ; | 

the event this last action vas nat included dn the fila for reasone 

of paca, and because without the dinlogue that section had actually ” 
 pocone rather superfluous. Ita mein purpose had then becone to a 
indicate that tha character had Icft, but since the noxt cans would. gedi Ae 


chow “lother? at howto coping the seuyeo piece of infornatioa hag 
effectively becona rodundant. a. _ ‘ aie ae 


nee 
ate 


Tho day's shooting was wrapped at tho ‘umsoually ey: tino of pix 

. olclock, mainly because neither tho children ner the school wore . Se 
- available during the evening, but the early finish enabled the crow = ; 
| to participate in another unusual event - tho first tpublist viewing . 
of tho ruschoSe ATV's controller of programed, who as Head of 
dbeieentecias had originally comlenioned DUMMY, had paid a vinit . 

“te the unit this day together with the programe's editor, end With : 
| the editor, the director had decided to put together ee composite: 7 
selection of rushas for the controller to sce. Viewing rushes had 


_hitherte baon the cole preserve of a very ‘Muited munber of the Prous 
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only the disectiny: camcractioan, nnaceiate producer, Pete and of course 
the editor had boon party to any oxtended proview of the naterdal. | 
which kad been shot so far, but thon in a sense these were tho _ 
only peoplo who renlly noedod to aac it. Cne of the main functions 
of viewing rushes is to check the ungraded prints in order to pee 
that wint io on tho flin is what was intended to bo there. ‘The © 

action and/or dialocu3 nay not have worked on tho celluloid in 
| quite the sae way that it had secacd to do no on tho flocs of the | 
get, or it may not have worked at all. Eccing a act of shots — 
placed fn approxinately the required sequence may alco reve cal potential 
problems for the editing; tho quality of light nay not, for instancoy 
be quite contimious across different shots within the song scene, | 
nd cloce-ups may not fit together with their correspending longohota 
bocause of a faulty eyeline. The main reason that rushes are seen ig 
as quickly as possible after their shooting (ond the reason for their 
note) is that eny faults of this nature can still, theorotienlly, be 
rectified while the approprinte locations and actors are still « 
available. Although the camtramen will nearly nlwayn spot a. 
tecknical fault cuch cn 9 hair in the gate at the tins, the viewing 7 
of rushon can occantozally chow up a fault like this which had cone ‘ 
unnoticed. To make sure that tho focus, for example, is pin charpy 7 
pecones more difficult os the light conditions got worso, 59 for — ~ 
some of the leas well-lit scenes in the filn the dnagos on the 
Steenbeek: cereen sonetines gave the emicrnnan the first opportunity 
to really judge the quality of his cancrnwork, so in showing up any 
purely technical’ fowlta the rushen can also serve ao an carly warning 
woten for the eventuality of having to nelco retaken whora tere > has 
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| ee a ns o:) 
been a cadera or avund defect in addition to eeting or directional — 
faults. 


fince it ds the director's roupannibility to ghee aaah occurrencens. | <2 
and to ‘act upon thon ac ho soca fit, it is oaly strictly nocessary 
fer hia to view rushes, or to consult with those monbers of the crow : Nope 
es would bo centrally concerned in rectifying any nia aes: Linked : 

to “this,houevor, io the director's necd to maintain o unified concept » ue 
of the film az o whole, ond thus his eutherity as ‘project Leader", 

To have regular, open viewings ‘of rushts could casily undermine . 
this authority since it is partially invented in the fact tat tho a6 Es 
diroctor, and more particularly a producer-director, is the only — 

nonber of tho unit who kas acess to the total concept, Moreover, 

the rushes only reprerent a partial, end sonetices a vory poor puide oe 
“to the finol form of the fin which will be hammered out in the — 

editing, co judgements made cs a result of seoing then can be both : . 
organicationally disfuncticnal and erroneous. fpert froa the 7 
cCisinclination to chow rushes to tha bull: cf ‘the crew, it ia generally er 
epecking o rule that actors do not sco thes either, but the actors . 
thonselves tended to agree that they should not because cecing 

thenselvos in character fs sonething of a paradate lore specifically, 

in talking the 'role of the other’ en actor tries to mike subjective 
judgements about their charaster (particularly so ina reconstruction) | 
gnereas seeing an inane of eneself as that shacactae ienedtately ‘ | 
objectifies it, expecially clyea the peculdarly objective atmosphare - ‘ 
ef o rushes cession, where stveral eligntly Gifferent versions of |. 

tho rane action may be seen concecutively and cut of contexts the a . 
result of which can easily change an actor's ideas about tho charncter 
ond thug nffect the performance in ree ocenese 
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It was no accident, therefore, that the goueral invitation to eg: 


ruchss was not extended to the ca nasty and cane tovards tho end of 


the shoot afte several retakes had nlready been made when the 
‘director vas more confident about the umity of the fila as a vhole. 


Tho viewing itaalf was also atypical in the sense that it vas not. 
eonontially a working seasion, boing more of a gesture for the crew 
and doneastration of faith for the controller. One of the reasons 
for tho latter's appearance was an a result of eas internal | 
murerings concerning the ethics of the film itself end the neang 
of ita production in view of the fact that it had turned out to bo 7 


/- a rather nore intisate reconstruction than sona people had expoctad. © | 


By laying \his cards on the table dn sotting up this preview, the 
director was thus in sono eonsa begging tho question of whether 


the end justified the means while the product wan otill in an 


extrenoly valnorable state. The controller dawexthietans renained 
unresarvedly enthusiastic about the film « at least insofar as hin 


comments curing the "public! viewing can be judged = and made a | 
point of caying that this kind of ‘Photercalign' was Toleviston's 


particular fortd; "I'm really vory mich for this style of progrars?", 
he commented afterwards, * = and ATV at least will bo coins a let 
more of thin kind of thing in the future’, 


#21 this 4a not to ray that thero was not an air of way Jubtitioneds, 3 


nbout tho vicwing. Tho director, for exaaple, vas at pains to 

point out that scenes like the "Razor clash! could possibly be smal 
a3 ‘insurasce? should tho "Motel! noene need to be cut, and explained 
that the violence of the "Searring’ ceeno could perhaps bo reduced. 


ty cutting tho last few chots vhere "ant slashes his urists. Vhile ae 


ee 


the controller wan clearly ayzpathetic to the venture a3 a whole 

Cho had, after all, originally backed the idea, and wa no stranger 

to this kine of film-nalcing himself) his overall powor of voto vas 
evident in coveral different respectae | Cne meaber of the crews 

for instance, inadvertantly mentioned that they, had used up 

hundred and tyvalve rolls of fLin by that point in tha cheot, unieh 
von hin an extremely baleful glnro fron the director wince the 

vagtace rate waa a sore point at the tine. hindiarly, tho controller 
“would be coning out to the next day's location ‘to have a lols wound! — 
since he had olwiously been avare of nono of the difficultiza with 


reepoct 40 crewing on the production end was interested in tha use 
of real locations. 


The unit returned to the school ogain in the sorstugs utarvide off 
with the rotako of the eceno where "Sandra! is sernilehe with a ruler 
by the 'fonfor mistresa's It was quite a cloudy day which meant | 
that the light wos lsss deteres but more constant ouch that tho 
continuity thtweon aifferont shots would be easier to euruieins:. 

Tha ocene consequently proceeded mare natdefactorily, and eee 


in twenty takes for five different chotn. 


the later scene of 'Candra’ staring longingly out of the window tovards a 


the playing fields | was also shot although the scone was never Moods: 


partly for reasong of paca, and partly as a point of Logie. originalay, 


the film was to have included a scene of ths girl winning a race outside 
on the sporteficld in order to give the oudionce the inforzation that 
'Landra’ was a good athlote, but since the f11m would already include | 
the towbrming baths! sequence it was considered to be repetitive to ; 


hile in tha ore classroon 


dnelude the ruming cccns. Vithout this Sehaa's 4¢ would net then 
be particularly obvious that 'Saulra! was looliing touurds tho 
mporteficld fsoa the clascroon window (the sportaficld bedag a 
abel of success and fulfilleent for the girl in contrant to tho 


reading eless) co the seens waa rojecteds 


Lithough the aatetinls geen was rejected dn this Mays it va 
ghot, and most of tha afternoon of thin thirty-firat day woo - 


devoted to shooting ‘Sandra 3° racing againat her (comuine) schoolmates © 


out on the school's playing fieldse. The noxt geune to ba shot 


wou used, hovewery ond showed ‘Sandra 3! enjoying an s1iicdt ct meette « 


with cone ‘friends near tha playground's toflets as part of tho a 
esculneeust Boquences Tere the director and ono of the romunoly 
dcaf achaolboys inprovisod seme tricks with the cigarette, involving 
the boy 2 uate ta inkale cuole through his car, ubich helped to 
make the jpoone mare intizato ond "dsliciously nouchty'. Fat of the 
ne of the scene wan, indeed, to hint at the dovelomont 
of 'andra!. from childhood to young troranhood throush the 'rite do 

"gaebacet of snoling, nad of enjoying that illicit pleasure in the 
company of tho oye Tho next ccena in tho filn, of the ! Senior 

- gistress! enquiring about the otart of nenstruation, would then 

reaffirm tho cirlt 0 dsvoloping carunlity, but tho 'oacking! ceena 


was also considered to bo important becnase the content wae ecaantinlly : . 


virual rather than verbal = tho jolo with the cigarette boing Q Visual © 
gota of the Inind in which deat people could participate. In flining : 
the scene thic action and ites contest tas cradually rovenled ‘and thug 

: forecrowuled by using ens of the very fow styscchote in the film. 


Tio ccone starts, in other words, ona big clese-wn of ! candral Minick 
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ap Ta pre ee are, Seer: 3 


then expands into a wider chot much that the eudicnce could (8 2 22 


discover the context ond thus deduce its accrecy. © 
Rete Pe ME LR RATE RT 


She Last scesa te be shot with "Sondra a van that showing the 
(Senior mistress! asking about 'fandrate! period, “@ at least dt 
showed the girl's reaction since the 'Conior sidtrcaat wan saver 
din shote Tho Inttor! a procence was nevertheless denoted by hor 
off-ciera dinlogue and indicated by having the cancra take her 
approstiuate PeCeVe vhich then meant that most of the attention 
could do consoueated UPI tho girl. Hero, ao Lye nontioned 
above, the director wanted to say that the girk yma growls: wp, 
and that cho was doing co quite normally apart froa her deaZnasa, 
tut ho also wanted to indicate ‘Sandra'at Antolligonce by having | 
her undoratand the question fairly rapidly. To thin ond he instructed _ 
'. the girl to look as if che only half understood the question 

initially, and then to quickly realise ita isport as the ! Sestee. 7 
ristresal rophrased hor dinlosucy "Pain here, have you had a pain 

3% Having rejected the first take because the microphone boon 
had entered the frana, the main shot was made in erky tuo tales here, 
unich is worth noting since this potentially enberracsins scene was 
being played by - it chowld be reaenbered ~ a non-professional, 
young and gemaincly deaf cir) to whoa comumicating the director's 
requireaents could have been very difficult kad cho not been in | 
reality quite a bright child, and had the director hinsel? not opent 

2 good deal of tate ac: sinklating the probleas tavolved. 


After a ee brank, tho last two ocores of tho cay wore sek, thene 
being eet in and around the tact office whece Vondrat had run to- 


ter the stabbing “eT ons which had been postponed fron carlicr in the » 


weet. ‘The firct scone, being in contimity with the roat of tho 
stabbing sequence, conformed to many of the paroncters which had . 
operated before (oven dom to the taxi failing to atart because of 
the drain on its battery froa the interior lights), but the second. 
scone was cot inside the taxi office to chow tha (real) radio poenatan 
calling up "Sandra's! driver to tell hin that sho had just. stabbed 
Miax't. It wos therofore lit and miked as an interior scene, even 
‘though the shots were talion froa outsides loolding in through the 
office window. One of the reasons for including this peeno van to. | 
provide an explanation for the speed with which the police found 

the cirl at tho West Indion's flat, ofnce Imoving that ‘ia soenearas 
woo a fugitive, the tacl-driver would subsequently be sham radio~ 
ing back the girl's destination. It was not, hovover, absolutely — 
necessary to show tho 'Tnx-office' scone, sines the driver night. 
woll have 4nfornad hin office of the drop-off point in the normal 
course of his job, and "“lax'a! friends could concefvably have 

guessed that "Candra! might co to the West Indian's, and given that 
infornation to the police. It waa posaible to cut the scene : 
altogether, therefore, and in fact the diroctor lator docided ‘se : 
. do this oince tho porfornanca of the cenuine radio-operator wast 
considered to bo lens than naturale It Inter transpired that there 
was a very good reanon for thin; while tho operater was cemzine 
insofar as ho wa not an actor, the director found out the noxt day 
that ho waa not in fact tho firm's actual radio-operatar, ond had 
cinply been hanging around the office at the tine to find hinself 
being co-opted through a genuine ninteke.s Vhatever the mon hinsolf . 
felt about this cuddon clain to fano, the tac oporatara wore furious 
| cinco the man was a Poliistani, and tho director received on irate - 
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tphonecall from the company during the next day informing hin 
that ‘tle are not a Paki firn’. 


Day thirty-two 
Fortunately, "Baby Sandra’ was well. enough to participate ogain 
by this penultinate day of the choot, and several shots were taken 
of her supposedly reacting (or, more accuratoly, n non-reacting) to — 
the teacher in the toddler's dipaecout so that these shots could 
bo cut into the other shots which had been cai two days ‘previously. 
The child's tenperariont had not improved in tho fou weeks since 
pho had ‘Last been involved, and it took the best pavk of the norning 
to obtain the required shot, but by about two-thirty this: seeno ’ 
and another with ¢ Sandra 2! had been completed, Both theso scenes. 
had beon concernod with showing the children being tought epooch 
exercises. Tho next scene to be chot was of the main actress, 
playing 'Sendra’ at tho ago of about fiftcen, reading | in front of 
a classe Despite all tho years of training with spoech exorcises 
both at echool and at homo, the purpose of this cecne was to show 
_ that ‘Sandra's! spcech waa still poor. , The reason for this could 
: be found, feaiovet: in tho preceeding Beono in the finished fila, 
: where the lady "Social worker? explains that tho girl crnnot learn. 
to speak an woll as other deat children because of tho degree of | 


her deafness. This scone contains other's enquiry about why 
‘the school could not, therefore, teach 'Sandra! eign-language, to : 
which the "Social worker? replies: ‘'Thoy just don't do it. It's © 
not their mothod.! | The guxtapoaition of this scene with that of | 
: the girl reading in class therefore anovera tho question "woll 
“what da their method?! since ‘Sondrat 4s shown to bo stil otruscling 
with n epoech rather than eign-language..- 


Having finished at tho school by four ofclock, the unit then moved _ 
to tho loention for the West Indian's flat to filn ‘eondrata! errest - 


and a pick-up on the aes. chot watch had shown the girl wallding. - 


back with the Vest Indian cone tino after the "Indion restaurant! 
episodes This location actually vas the original West Indian's 
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hone, and tho man himself was present during tho fliming, spending 7 
most of hin tino shouting at the local children to keep them emt 


of the wy. Tho firat shots here ware of "Sandra! and the Vest 
Indian entering the flat fron tho outside after the wall across 
the tononent square for which the director en: rod a block: girl 

to valk throuch the background of the shot "because sho Looked 
good". A dog alno co-cperated by standing in the background to 
help tho cornctation that thie was a backstreet residential aren, 
but it becrne so rooted to tho spot that sone of the crew began 


‘ta wonder if it Looked Likes a stuffed one. The next scene was than 


part of the orrest noquence, ond showed ' Sandrat boing eacerted out 

of the flat by two detective pergeante ond o plain elothes officer | 
into another of the action yohiclco ranapee "a police ‘cara. There - 
uns by this tine a mounting problen with the local children, who 


were shouting "Fucsl fusstt at the actors and building up inte ne 


cizeable crowds Tho scone was being shot in the carly evening such ~~ 


that the Light would look apparently right for 'dawit, but since the 


cirl was boing arrested in the exrly morning there would not hove | 


“been a large crowd of onlookers, Bo keeping the children out of tho % 


way becatie n major consideration for reasons of authenticity as well. 


ag for ‘reasons of logintics. Sone of the adult residenta wore also. 


. ‘woconing annoyed at the disturbance, explaining that 'this is out 


square’ and arguing, ‘Like tho Falcistant comunity corlier, that bas 
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cid not want their aren to bo chom in a bad light. The director | 
tried to reassure thea, saying "You won't even kmow that the filo 
4s about Bradford, let alons... Square! viich sosuhat illegitinatoly 
reansured people, but there were still sipeificant problens with 
crowd control, ond particularly with crow nolso. On the first 
tuo tales of "andrat being broucht out by the tpolice!, there was ~ 
a genoral rumor of "Anah!' froa tha croud on if to soy "poor thing’, 
and this would obviously have changed tho meaning of the scono, co 
there was sone discussion about shooting the action muto to dub | . 
in sone background foatsteps and atmosphere Inter. Tho colution which 
was eventually employed was in fact to rechoot the whole action later . 
in the evening when the crowd had dicperacd. . 7 


_ “VWitle it do true that the original Vest Indian's flint was used for 
the interLor gcens hore, the onterscr ceenes were actually filned | 
dn a closely cinilor equare nearby, 00 while the crowd vas dleporaing 
froa that square, the unit noved around the corner to choot tho 
interior sceno in the flat itself, ‘Since this would be a night aceney 
the main roc had boen blacked out cuch that most of the Light would | 
appear to be coning from a centre practical. Tha intention hero 
was to chow 'fandrat ‘pleoping on the West Indian's saites letipastenatiy; . 
not dn bed with hin, since it was important to demonstrate that ‘sho 
had fod to the Vest Indian as someone who had not, and right not 
take advantage of her) whereupon she would be awakened by the police | 
who then arrost her for the stabbing. Tho girl would thus be sleeping 
dn coaparative darkness before the policemen come in and turn on the © 
centre light, but sone additional light source would then ‘be nesasa . 


for the camera to bo able to register an image of the girl sleoping, 


fo this end a redhead! wan used to pick out the actress before 
the main light was owitched om, arranged to give the ioprassion of a 
notional source Like a strectlazp or moonlight. On the policencn's | 


a7 


entrance, this lasp would then be dimmed deua with the oid of a rheostat 


as tho main light wos cuppesedly turned on by the detective chief 
inspector mach that all tho reflected Light appeared to be relational . 
to the latter rather than the forner. (The nain light had itself been 


uprated with a photoflood and nugnonted with come additional lights 
shining in fret tho halliny). 


hpart tron denoting the arrest and confirming the fact of tHoxtat | 
death, the scone also included the detoctive chief inspector's montot | 
of writing out the caution for tcandea? to rend. This evant, as I | 
havo noted above, particularly inpeeased the uriter because of its. 
gtrongth on a fincl myabol of tho cirl's predicament, and the director 
vanted to male this action the central focus of the semot "lo aro 
really trying to chow just how difficult it in to commicate hero! 


_ the director explained to his actors at the tine, Nyut the words thesselves — 


“gre drportanty cho is being obliged ta po with yous phe has no choice 


once again’, The words which thy inspector wrote down vere as Lollova: 
Vo are naling enquiries about on incident watch 
happened carlicr tonight when a man wan stabbed. 
vo bolfeva you lmow something about this. You are 


not obliged to say anything unless you wish to do so 


and uhatever sou do cay may be put inte writing and 
may be used in evidences To you understand? 


To actually yritoe all thin would talo quite a loag a co the actor 7 
was ixked to weite it as fast o3 he could, and not necessarily legibly, 
vhon the writing itoclt was out of chote One of the scene's shot, 
would, BoMeTeE chow the eudionce what was Beane weitten, and for this 


“the actor had to write clenrly, and therefore moro slowly. In fact. 2828. or 
it takos gixty-four seconds to write the caution in the finished. | | 

| fin, which 4s a very long tine for a single action (the average — = 

length of complete scene in DEY is less than a nimte}). Tho” 

director kad nevertheless Ty intended that thin action should teke- : 

so long such that the problen of communication would becesto inescapably ~~ a 

soif-evident, ee this intentional "longeurt would nino help to slow ¢ Ss 

down the pace of the fin in dircet contrast to the precocding | 

sequences  Thero vas, hovover, a dancer oF the netion grinding to a 

dead ston, eo one of the detective constables was asked to lool: around . 

the roog as the caution was being written, (instead of otaring fixedly ee : 

at tho notebook) and 'Candra’ was shown peaticulating towards the Vest ; | 

Indian as if to ask ‘what is ho writing?'. The director had nade a a 

point of encouraging the actors to worl out their actions for thensolves 

here, and an unusually large mmber of trial runs ware rehearsed before 

the first take van made in order to ensure that the action seened 

to bo credible, In the first few rehearsals, for example, there was 

a tendency for everyone to renain motionless while the note was being 

written, vhercas it was more likely that "Sandra’, at least, would 

have become far nore agitated. ‘he director was also concerned to 

nae ths attack of the dialogue as natural as possible, and thus told . 
the "Detoctive chiof insnoctor! to be Lesa severe ond nore authoritative, | 

and the actor playing the Vest Indian was instructed to throw away his | 

Line in which ho explained that the girl was "deaf and dunb! to cave, 

«at fron sounding "too nenvieontnlt as the Rigedtee put its "There's | 


nothing you can do for her now!. 


_— + 


Dy about half-~past eight the Uight was beginning to fade outside, 
co the close-up of the inspector's notebook was postponed until . 
later in the evening in the unit moved back outdoars to retalice 
tho aeens where "Sandra! is being taken away by the policee This 

| tine there wore fer fewer onlookers, and tho two chots wore | 
coopleted in just four talese Ono of those shots uns a longshot, — 
taken fron high up in a nearby building, ond vould octually be the 
last shot in the filn. After the police car had left, the cazcra 
van allowed to run oa for just over a mimto while it yaa Loolcing 
down across the bleak square, and tiin would later enable the director 
to hold that shot fox about ten neconds before bringing up the end 
caption ond the credits. 


Tre last ccene of the dry wan shot at the rane location, but was 

get a fow hours cerlicr to show 'Sancra! arriving at the Vent Indian's 
flet in the taxi. This ccene had cricinally been ecicduled for : 
shooting earlicr in the week to enable all the 'taxi-driver's!’ scenes | 7 
to bo shot at the camo tine, but it had had to bo postponed until 
row ag an indirect result of tha trouble with the "Party! scene 
(where the location had tieerly bron lost). as a result of this | 
‘yeohuffle, howover, the actor who had played tho 'taxl-driver! wag = - 
no longer available, so a stand-in was quickly found who looked 
muffictently liko the original actor to pasa muster in an extreno 
longshot of the car arriving. Oddly enough, the scene then becang _ 
tho only one of the choot to ba completed in one taka. 


tay. Setetyotieee 


‘m WO, an scheduled, the last day of tho choot. It bean ina rartuary 
which tho director had found at o heepital sone niles out of Renatordy 


BR 


ond this was to be used as the location for a scene showing treat 530 : 
lying dead on a slab. The scone itself would be placed after tho | 
stabbing sequence and before "Sandra's! arreat in order to entablich : 
the fact that che had actually kilisd the: man rather than simply 

burt hia, but it uns also to be used to cover the jum in tins 


between the two events. 


Since the stabbing = had occurred at eee end the arrest in the 

carly hours of the following norning, the ernie geone Logieally. 

had to bo sot at nicht too, co 4t was shot 'Mday-for-night! by 

blacking out the windows and arranging tho filn Lighting to ee 

the effect of harsh overhead flucrescents. Tho nortuary was oy 

“eich a working ostablichnent, with a fully-occupioed body-fridce and 

rows of rather crubby dissection instruments on the val (They 

don't have to be clean for dead'uns! a porter explained). Tho ov" 

did not, therefore, have to becressed, and unfortunntely for tho 

acter playing Max’, neither did hee Nake-up appli nm emall area 

of thkensington goret to hin upper loft cheat to indicate the mifewound; . 
-geeuratoly reproducing the original photographs, and tho actor cat 

in the oun for a ville to ollow the "blood? to dry. One of the | 

Lighting crew meamdle warned up the elab with the heat from a 

Iblondet, and tho ector subsequently sottled hinself onto it ready a 

for a takes "Da you vant me to adjust anything! he asked the director, | : . 
Mioy it yor Oeket ho replied, ‘Just hold your breath when I say?, 

Four takea were made, two as nediui-wide shots showing the whole body 
asa "Police paotorraphart noved round the pind taking pictures, 

ond tuo en closo-ups of ‘§ust the head and chouldorae It waa the . 
forner anglo which the controller cubscquontly objected to (sec p. : ) — 
~ ard as no result of the cuggented cut only the profile close-up was — - 


—_ 
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for carliexs scenes in the filn, tho first of which was a ceeno chowing 


The rest of the cay waa taken up with shooting a nunber of "pick-ups! 


‘Sondra’ sitting alone in a pub, crying and talcing pills, which 

yould be placed after the scene where her eister is virited vy 

the nalo "Social worker's In this preceeding scene the peneral 

import of the sister's conversation was that 'andrats! life had 
becona #A rend mess!, co the following scene could be read os a | 
concurrent illustration of that fjudgerient insofar ns the girl is — 
chown alow, in an extremely miserable state ond with very Little | | 
noney (a close-up of the contents of her purse reveals only a fou 
coppers plus a feu paltry odds and ends). ‘The scene uns fined 

in the sane pub viiich had already boon used for scones Like the - 
trhabby man! episode, although there was no necesolty of it peas . 
to be the exmie ona, ard the (real) barman was asked to tell tho — 

girl to drink up ond leave. He did this fairly roucthly, and, the : 
director hoped, convincingly (nince he was playing hicsolf) as a | 
result of which "Sandra! ico show leaving with an air of resimmation : 
‘ag if to indicate that thin cort of ejoction Was nov commonplace, 
Technically cpesicing, tho scene was quite straightforvard, but there 
was a problen for sound because of a background hen froma an oxtractar _ 
fan which could not be turned off. If one cannot cee tho source of 
euch nolnce, and they play no part in the action, it do generally 
considered to be best to avold then since they can be read as tochnical 23° 
foults. In the caso of on extractor fan - which nits a relatively 
constant cot of sound frequencies = tha noise could be removed curing 
the cditing process by running the coundtract through a notch filter, 


| ho unit left this pub by four olclock: to onove over the ntyeak: 532 . | 

to another pub which had been used before for the "Strip! acence £3 
‘ea ocena to be shat here would show Hax!, 'Charlis!,.'Cras au-oyed ; 
Anno? and sone other frionds playing peol hefore going back to 
ICharlio'a’ place for the drunken party. ‘Zandra! would be there - 
too, but was to be shown as being very much excluded froa the 
ceneral seietadnt ao oa precursor to her rejection at the party 
4tself. ‘This scenario is that given in the seript, but in fact it) 
vas subtly changed during the editing cuch tkat the interior ‘poodgano! ie 
ecene was placed much carlier in the film as part of the montago ae 
of different anpects of 'fandra'st iife which tncluded the Restourcnt! 
and 'Soliciting' scones, The lnst two scenes to be filed during . 

thie thirty-third day would also play a port in this rearrangencate 

Te first of those showed 'Sandrat raking the desper: nate telephons = 
call to her sister fron a pub, and the second rhowed the girl (theoretically) os 
following tho croup of friends out of the pub after the caco of poole 
In tho evont, the sequence of tha 'Poolganot end ‘Brit frea poolranet 
ecenos was split into two quite separate events, cuch that in the 

: findshed fila 'Candra! appearo to hava tried to "phone her eistor 
dimedlataly before lenving the pub with the croup of pecple to go on | 
to the party. Tho audience thus has to nake tho aecnank tas that the | 
othora wera in the pub at.the cano tine as 'Santrat was tolephoning 


from there, since the 'Poolgase! neane eventually conss much earlier ; | 


one (Lea Lige ). 
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The reoreeninntion of n rection of part threeoe - 


Oedriral Indian Rentaeuat - Charlie'n flat (Where Sendra has 
es slept with hin) - Sandra stucbling throucsh alleyways ~ 
Fight with Cross-cyed Anne and Charlie in pud ~ Sandra 
with dossere ~ Return to Charliets to discover hin with 
recat hoe iced ee aeaiaeh Pe nanare tint = Dorel 
Ginter = 5 alk been to vest Indian's fiat - melee worker 
visits oistor ~- Sandra alone in pub, crying - Unndra 
walling amy front a club (not shot) = Saskrate - peau 
stayers ot of vub =~ staggers into Charicts ~ Par tye . 


Tinnt | Indian Restaurant - Candra coliciting in ntroet ~ Poolrane - 
| Walk back ‘to Fert Indian's flnt ~ Social worker visits 
mister - Cancra alone in pub, erying - Sandra ciwebling 
throush alleywnys ~ Return to Charlie'tn to discover hin | 

with Crons-cyed Anne (Hot, for the necond time; the ‘fight! 


ie 


scent was deleted) - Uernerate telephone enti. to sister < - 

Grown strrecors out of mus =< Ctarrers into Chor 
Cre of the original purposes of the 'Poolpane! 
the fact that everyone except "Sandra* was drurkenly volsterouse This — 
yould then provide a reason for the ejection of the whole eroup from 
the pub, and the fact that they all then leave tonsther ~ while etd 
in a druoken state - provides cone motivation for the return to 
(Charlie's! place nnd the party. In the finnl version the group is 
. gtdll ccen returning froa a pub, but on « different occasion. The 
thoory was, therefore, that having acen this particular group of . 
people being ejected from a pub at one point in tho fLin, the — 
would then accept that o einilor event might bave happened again. 
_ Whorever the 'Poolganet scene wea placed it could therofore carry 
approximately the camo meaning; firatly that the croup was a rather | 
rough bunch, ond accondly that 'Candra! was tagging alone with then : 
rather than being u central nenber a the ETOUps | 


The scene was filacd taay-for~aight? ance again, and the director 


inotructed the actors to Generato an atmomhore of andnatod aivtetat: 


and to ad lib an arguncnt over the pane of poole 'condra* yneamvhile, 


wee to be shown rather pathetically trying to policit "lex' and his Ee 


rlic's : - partye- _ 


ecene tes ‘to establish - 


friend "ily! to which ‘the latter would simply disiiss the ‘iden 534 
with an indifferent 'Piss off, will yerl'. CSignificentiy, tHaxtat 
refusal was to be more contle, since he cinply explains that he 

lmows what cho wants but has not cot any moncy. He-is tlerefere 
| shown to be comporntively non-argreasive, which wns intended to be | 
an ismortant cue tovards malsing the judgement that Iondral mintock 


the man's intentiot during the stabbing incident. 


Although the group were being ronesally noisy and disorderly, the 
dircctos felt that there ought to be some specific reason for their 
being chucked out of the pub. The (real) landlord had teen asked 

to perform this tasi: (waich as an ez-profeasional wrestler he was 
endinently well qualified ao to do), and the director exlied hin what 
would normally provoke hin to eject sonebodye Uo suneested that ona 
of tho actora rhould put a bocrplass down oa tho pool tablo's batten’ | 
so this thon bocase the specizic motivo for the ejection. In planning 
the shote for this scear the director wanted to hava at least one 
close-up of "aondra’ oitting alone in order to empiasine the fact 
that cho was somewhat peripheral te the group as a whole, and since | 
there wore a nunbor of different actions there would also have to ba 

a mmber of different chots of the rest of the acters. Dive aifflerant 
chots were consequently used, waich meant that care had to bo taken 
about pooplo's relative positions such that continuity could be 
maintained across the different cuts. As with the "ilcsteurant’ scone, 
this one was largely ad-libbed, no individual actors! ‘poaitions were. 


narited with chall: on the floor to enable then to resume whatever 


positions they kad happened to assume at the end of cach taltes 


BK. 
ona design department had neanuhile installed a prop ap splicna in 
the other pub over the road, and the unit moved back over there 
by cight otclock 40 choot "Sandra's! ceaperate call to her sister. 
Unfortunately, the real Sandra came into the pub at that point, 
end since the cevonione eee cecne os a particularly painful incident 
“the dtroctor kad to wait until tho ¢irl had left before it could 
be fdlmed. Finelly, tho chots of the croup leaving the pub wore © 
filmed out in the street, showing 'Charlie!, 'Crass-cyed Arne? ond 
the others stagcering noisily up tho read with 'fandra! bringing up 
the rear, /ftor a brief rchearcal the fizc t take wan cade just as 

a genuine police van pulled into the street, vheroupon - to the 
director's horror - ons of the actors banged hin fist on tho vanta 
reof as Lt vont past. Luclclly ‘the policezsn had a cence of Inman, 
and dn fact ho drove the van arownd again for cone of the oubsumiant / 


taxes; blowing his horn and flashing his lights ot tho 'druntent 


aa choot ended oa arguably the most surreal note of olle It is 
custeaary to crpyriise an end-of-shoot party, and the director had - 
invited all the crow and thosa actors who were still in Dradford to 


cone alonge He had also invited pereres of the people who had helped © 


4a various ways during tho nhoot, cuch as the pop group and their agent) 


pub landlords ond people fraa the deaf school, plus the fonily itself. | 


fondra, her eletcr end auntie joined in with the erinicing and dining - 


along with cone of tha asters who had played thea dn tho filn, 


ecveral members of the crow found thensolves cliaring a dance with the 


girl whose life they had lived for five woolice Niotve telion her secrotat 


pomeone said, 'God Imews what will happen to hor nowe! 
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The Mditinc : 


semepmenneninntananctnensetietnettile. 

idladl Stevenson once observed that an editor is concone she separates 
the vheat froa the chaff and then prints the chaff. Uhile cone 

would take issue with his conclusion, Stevenseatc metaphor is - - 
useful point of departure fer exmiining tho process sf editing a 
film otneo in LUTT's case just goventy-cicht nisstos of sercen= . 
time had to bo wicnowed from nearly twonty-four hours of exposed 
stock. Thore the metaphor ends, however, since not only was the 
quantity of material uhich could ba harvested fro the choot 
predetermined by the slot, but the quality of that eatdetay weie 
doterninid by the way 18 fitted togethers. Turinn the shoot, tha 
director had dcoconztructad the perceived reality of Condra's life 
into separate ecenes and it was now the tack of the editor to 
reconstruct these in ECe semblance of order, firstly as a echerent 
film, and cecondly nn an authentic model of the cripinal events. 
Vuverything in bonutiful’ Jol Grierson paid: ‘providing it is in 
the right order', and the dnpositden of erder upon onetn material — 
is tha nano of the caide Nence, ££ ths process of shooting ia that 
.of quarryins bLochs of material from the putativo reality of 
different actions, cota er locations, then tho process of editing 


ig that of drensing od carving those block se that they fit’ 


bael togothor again as n true reprocentation of the preducar's original Le 


vision. ft the berdiesing of the editing the producer himself en ee 


doserdbed the process cs being like a Jigsaw puzzle: 


oe 


We nterted out with a -total picturs, then ve ot 

‘up into an jircay of Littis bitsy onl oe ce eas 

‘eo have made the pieces now, and now wo have to make 
it uncl into the pleture wo otarted withe ‘e may find 
that it doen't fit - there may be a leg nticking out ~~ 
fron one ons a m4 


“$37 
- Seno of there Worst had already been edited bofore the filn 
orrived in the editing suite. Cf the hundred and ninety-cight — 
scones vaieh the oririnal ceript contained, sisteen had been 
deleted fron the final. version and another thirty-cl= wero navor . 
chote Of these, for instance, the cleven scenes in the original : 
epening sequence wiich had established the goncral Ineation Cn wasieines aan 
class nrca of Deedford) and the period (1943) had been abandoned 
4n favour of starting with the sere rapid establinizient of ‘andra! 
_ denfnens through tho 'Conmiltant’ and tgchoel! coonens ‘The reason 
for making this chance wns that tho peeducor had decided to try 
to Yenotionally involve! th: udience as muickly os pocsiblee In 
part this can be noon as a cinple ploy to engage the audience's 
attention and stop thon turaing over to another chumel, but it is 
also an aspect ef basic norrativs structure. In fact the Shin = 
eventually starts with a 'flach-forverd! to Nicthor's' funeral. such 
that the qudionos can be engaged throuch the fanilier ~ nnd enotiosal ‘ = - 
event of concone's deaths an event wich iriediately begs a mbes 
cf questionce (iste ‘“hono funeral is it? Vhy gid they dis? Viet 
ore the relationships of the mourners to each other and the docensod?)« | 
If the narrative ic a form of rotting fron one state of oquildteiua 
to another, more stable equilibriua which in iteolf piven ccherence 
by workin: cut the tensions in the original, then to start on the 
pre-packaged, connotative nig of a funeral can provide a potent ; 
thookts; a cet of queations vhich need to be ansvercd. | 
_ ‘Eewing Lost the criginal opening sequence (feones 1-9, 13 and 16 

in tho script) it woo no longer necenanry for the fin to co out . 
with o ntrusturally cicilar set of scenes as had been planned (aca i 


ceene 193 and the following poquence in tho ecript) co these vere not 


- chaply folt she be unncecsaary. h 


ister coming out of the A olannnnis vox after havine 


filmed cithor. Perthornore, tho producer had felt that to berin | . 
and end the film with sinilar ccenes of early-morning life in 
Pradford was portions a Little too nents Like a carefilly written | 


play, wherean TUT yma supposed to ba a reconstruction of a real, 


ond davonclunive life. ‘That's the difference! he ventured, 'botween 


conventional draca and this flim; conventional draca is conclusive 
whereas real life is note! 


Hest of the other scenes which had not been chot wore rejected on 


the basin that thoy ropeated information contained olsowherce Cne . 


oor 
a 
ceono in-the script, for exmcple, had a youn: version of "Landra’ 


engaged in some oxploratery fo wewith a boy at school. thilo | 
this could have been uced as evidence for hor future promiscuity or - 
as part of the inforration that che was croving up, the some Icind 

of willing, if Dlicit innocence would already have boon dencseueated 
in the scene where "andra! is show molding with friends near 


the ploypround's toilets. Sindlorly ‘peveral sconss of the nee 


‘na a prostitute, shoving her noor pleazy elubs or Raving * intercourse 


iu the back of a cay, vere réver shot because the fact that che had - 


* 


becone a prostitute and wes forced to behave in this way vould be. 


demonstrated : elscuhere. 


we eo 


Sas 2 ae . Pall 
Cther xeence had been conbined together ¢ or - cut: st beensoo they werd. , 


4 geene showing the young tCandrat 


since hor approach could to combined with: an in abortion ‘phot by having - 


the comara lost: cus throuch the window at. the Girk- coming dow - 
the ‘street. Sindlarl ty the gorint bad included a coone of tha 


ee the call 


‘to "ant. to find out why he had stopped coming : round to cee the an. 


Thora was no noed to provide this. Anforuation for ‘Poanana of logic ae 


hurrying tourds the fish-nnd-chip shop had beca cut, as tne entionsdy : 


4. 839 

(cho vould have to have. coma cut of the tele ophone boxe at coco 
point), and there vas no longer any need to include tho ceena E 7 

for reasons of pace, nince the intercut of "Contra staring ‘ 
out of a window would provide sufficient punctustion in thie reepect, 


rece) the neeno wan not sicke 


ty the ond of the choot the producer wan still left with VG sine . 
on sone fifty-thoucanad fcot of film involving 560 different shots _ 
and nore than a thousand talicc. ALL this saterial vas’ thea 

‘gathered together at MV's ietree ntudios rere it boonme the 
immediate responsibility of a very small croup -the producer, the 
editor and the editor's assintant. Thin is important - with 
respect to tho cditer's assistant (who was chiefly ongaged in 

the puroly mechanical anpects of catalocuins and locating picces 

of fitn) Do NIY had now become the creative focuz of only tue pooplay 
in direct contrast to the nhoot, where up to thirty people had been 

7 Anvolved. .Tho programe itsolf had thus ptorted out ac an idea 

held by one mony it had then been ‘nre-edited! thrash ¢ dincussion 7 
‘and an oxchanre of ate awhth tha writer, shot within the cosentially 


we 


nochanistie on srhrorine t of the five-weels shoot and wv mu LOU ‘boing - 


eCraun back fate o unified state once opoin, through the organic a = 
exchange of *pest-edition?® in 1 the citing | iteclt. Rathes iis the 

* goenolozical hypothesis’ of “the tyaloating univer cot the conditions . 
vhich had allowsd the Mie bang’ of the original idea ,t6 expand end 
fill a particular universe of di seoures bad ney tictated that tho | 


“elements of the stery nhould recuse a state of cquiliteiua an a fila 


at 
* 


through the coopression of, the editine. 


Se BA 
| Wreentcin~down! tho raterinl 


Scfore the procucer and editor could begin the lonz, and intinate | 
process of fittin~ tho jiscaw together a mrtbor of mrchantenl. 
operations had to be perfermed on the materiale virot of all 

the coundtrack tas transferred froa the gound reeordict's quarter~ 
inch tapes: onto lan "Sepang! co that it could be piraically . 
synchronised with the fin itself’ on a Steenbeck editing machine » 
Tiis oynchroaination wes achteved by catching tha visusl imase of 
the clapperveard's clapper hitting the board with the cound it: . 
made on tha soundtrack (or in some casos a fincer-nnan had been . | 
used where the claprorbeard might have disturbed tho action). The 
visual inforraticn containad on the clapperboord giving cach pices 
of film a ceeno, clate and take munbor was thea trousferred throuch 
n process called trubicr ricbering' onto the edge of the fLln 

to0lf cuch that the froaca ehowing the clapperboard eau be cut 
off. The producer then oxplained what happened nents 

then it cane back fron rubborenumbering wa viewed 


it all, and uo actually did this on a lnece eerecn 
te ny te % Ve ed Ys oy de ny? my 
oes oe what it roully leeled Lite - the 
meacmons of tho chots and ro on. Gnee it han emo 
baci we can then look at 4t in nuch creator celtall, 
and wo cpont the first woek just foublincisine 
ourrelves with the whole thinr. Also Curing that 
wear wo etomted selecting on the Steenbee's fron 
things wo had seon on the laree sereen; putting 
thom into cactions eveh that we had nll thy: cutamya 
cloze-ups - all. the takes fron a particular scene « 
togetiece He then po throach thoss out solect ow 
. tate Tabo on: might be best dn the widenhot, Cay, 
mud talio thatco the best on the cloce=upe 


Tho very first ataccs of edition are consoquently concerned with 
the technical quality of the filn, and dt ia interesting to note 
that this ic Judged ty viewing each section of the fila en a much 
larger scrcean than that of the Eteenbeck ihere nest Of tha fino 


* 


cutting would be dono (this cereen boing even caallor than on verses a 
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television screen). Both the large screen and the Steerbeckts | 
screen, moreover, provid? profected images directly fron the 
filn aa opposed to the ccnnned image of a television set. It 

“would be most unusual for a director to view his filn ns hin ~ 
audicnea would, on a telovision screen, before the file Was 
completed, so he will: always be looking at eee with a hicher 
definition, vhere tiny technical faults will bo more visible. 
At this stage in the editing the producer ws also evanining 


‘broader factora too. 


Peltornances light - all the things we were 
'. concerned with whon wo were shootinge The shape 
of shot, framing; tho relationship of poople 
to ono nnother - everything really. Cortainly . 
technical factors are important, if any shots 
have jolts, for instance, you have to throw then Bagh 
~oute There are a lot of cancs, for example, Pa 
where wo wore shooting with tho younger. child ae 
vhere the shats, are unsatisfactory, and thorejare ~~ 
large nections of the fila where yoa con only use 
one piece, because that is the ofly time when 
cho vas not cryinge It's dictated to you which 
plocs you can use vory often. Sonotinen the cholee 
is dictated by the technical preblens which have 
nrison, and sometimes it's dictated to you by tho 
" ” porfornance problens. Other times it's a question » 
- of choico vhether, for instance, you want tho 7 
wee" . pemformante to go one way or another = which type -_ 
4» Of emation comes over beste 


“Tho first three weoks of editing wore sairdy devetad- ‘to this pr erasean 
of ‘bro aed down' oie faterkany ti ti procs is eh uepne it all. 
in ‘apnroxtantely tt @. Soe oniae with oli ‘the difforent shots for 

any, particular ae rosociated together. An the “producer ‘explained, ; 
his preeeis hae to be conducted quite formally since "if you start 
ft to cut before you have coded and broken down overything you Aine: 


oe a get in a uccs!. Thus the whole of the second week was tok en up with: 
yf 


reeviewing the matedal, choosing in clate-order the nections required — 


“and breaking thon dom Ante ‘tiny, acca aiedegt Both the producer) 
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and the editer vould dicouss cach section, exmmining hos it wen 
Likely to cut togethcr, acd thon the latter vould go away and 
“physically chop the piceen up and arrange thea in order, without, 
that ic, malting ayy attemmt to cut then together. Tio cholco.- 
vas boing mice on the basin of the technical paraotors nonticned 
above with tho pecducsr referring back to the continuity reports 


‘.-to remind hin of cceisions vitich had been rade at the tinet 


Often there vere cortain things wronc on tho day, - -- 
vadel: I unatet to improve curing tho shootinge. + 
Suerefors the choice of whiel: take to une is often 
obvioun cinco Ian simply referring tock to tho 


ay 
nobone 


t wore thero ocorsions wien n ncene looked richt en a dronatie 
Levol viich the editor then advised the producer to refect for 


technical reasons? 


Not roally, I've epent tine in cutting roosts as 
woll, so therefore my knowledge of wnt wll cut 
and want won't do fairly pood. Hsually (the 

editor) can bask up ay decinionn en an anesthetic 
basia or dimscree with theraeeslt's often Lairiy 
onviers if sosething's wonge In what was mymesed. 


wens 
to bo the cister's house, for instance, there was 

an electrical fuss (which had cauncd n lone delay) « 
wo had fon ose take before that, and vien te 

ntarted asnin we did about noven more takes, but I 
waoult yery happy with the performance because © 

he actors hel lest their mood in the dolnye We 

are actually going to use the firnt texe, therefore, 
because it just loos botteres. Sonctincs it's only 
omoll, muances that I feel strongly about. Moat tincg 
the reeson vuby you went on to do another tate is 

very obvious; there ic a recomended take on most 

of St sheate, and nore than lifiely these are the 
‘ones that we une. If it has been a citfieult neens 7 
have printed saveral of the takes to civ a bit of 
leeway. Vith the child it is vory umnecdlctable, fop 
instances, so you tend to print a lot of 16 becausg 
you ere trying to get cnatchea. Cther tines you 

gust know vhon it's celled ~ polled teelutically fop 
cancra, sound, for the actors and for yourrolfee. 
nonetines the information has cone acrons purely an |. 
you wanted it tog other times thers have beon littyz, 
thingo that you think have lifted the cconc, oF Given. 
the characters some personality. 


Almost a whole veck wan lost from the first three veoks of tha editing : 
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for a nziber of unavoidable reasons (the editor hinsel? Boots stilt 
partially committed to onother procuction curing the first week, 
tho assistant causst Clin and there was a bad: holiday) but by 
the end of tha third week the producer was beginning to be able 


ta oce the trees as a woods 


Velye nov viewed the material right from top to 
potta:, co we are totally fandliar with the whole 
thince oe have ocer it all ing concontrnted state 
sa wo heya nn fden of wint the total Seoline of the 
filn da moinc to be AMte. Now we haves to ntart 
nakinz a nere intinate aclection; hovinc beoton dt 
dow: we can then begin the cuttin. 


Ly this stage there had been no major changes cuch aso rojecting 
entire scenes, bat the asount of naterdal with which the producer 
waa vorking had been reduced to only about ten ar fiftcen: percent 
of the orfrinal. /Uthouch this souncs as af drastic creative 


(dccistonn had been made, the remnining material would still have 


run for about tuire the roculred lonsth so there was otill a creat 


deal of 'fine tunins' to bo carried out. Warthernors, na creat 


coal of the rejected material consisted of repeat telson of vory 


sinilar actions - soa of the ceengs irvolving'the very young version 


of Sandra had rum to mere than twenty token, for omcple, and kad 
used up vast amounts ef file. Raving reached what fmounted ta a 


' first draft, the producer could nevertheless berin to see where ; 


more drastic chen=en mickt hove to be nade? 


Wo Laven'® dropped ary scenes yot, but to probably | 
wilh. “Sometimes it WiLL be because there has been 

a repetition - a repetition of thought. ‘There micht 

be cascthins you don't need, in other words. You 

don't need to keep hnertering home the fact that the é 
endld is deat, for instance, or thorets no uced to ~ 
keep harscring hone the violence, Sometines two 
meenes will just be too simdler, which is concthing 
you hndnatt noticed at the tins. At othor tines I 
tight decide (to drop a scene) because it'a not goad 
enougyy I mean apart fron a technical fqult in terns _ 
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ef the canera there nicht be a directorial errar, 
or it ror be a ceript or an acting orror vhich 
Iv or nay mot have noticed at the tine. At the 
nonint wolve Just tsyveked Lf dam into rmnagcable 
bits end the reat will cone latcre 


The najor problens wore ntili those which the procucer had boen 
munre of durin: the shoot; the problons with the young girl, the 
transitions betwoon the different versLono of her and the probvlensg 


demosed by the leentions thensolvent 


“hat uorries no is the confinenont of thest emall 
row'se They pave ae more obstruction than I'd 

. thourt ity ang that made shooting more difficult. 

“~~ Yan Loach vewld have used a studio; renilding 
a rowiag a cet to give hin more roo, wut there 
WO AT attest to use aa mum real locations as) 

yosaihie here. Then you might got problems with 

tn sorints; it depends upon the vay a scene is 
weitton, you neos; Lf yeu are colng fron a roo 
full of grown-ups to a little babyy on the floor - 
and you can't get back vith a telephoto lens = you 
have difficulticoe 


Sone of the difficultics experienced at the tine with different 


actors and varying eltuations were now coming hone to roast toot» 


Lifferent parts of the film had different requirencnts = 
the murder at the end in the streets va3 handled quite 
spontancously, but in other inmstaneen it is no rood 
being cpontancous if it doercn't work. ‘hat eae Us 
back to the ficht in the ma; . you try it ac 

epontansous thing, but if you are not totally. eatinficd 
with it then you dictate how t's going to happen | 
picee by piccee This happens particulorly with youns 
children. If you cen get spontaneous reactions fron 
yount childron then that is marvellous, wut a a 
costly nroceen becauso you hava to tmit for it. sith 
actors toa - Lf you let thom ismrovise and th on you 


dont Lia it, then to hell with rpontanaity, because 
T have to gos the information ncrostese If you are 


foing to do mn fight sequence you hnve to work it out} 
I chorcosraphed the scene in the motel, tho slashing - 

of the face and the notrip-tense, but in come of the 
other ceenca I wanted a looser Reet fy 3s 1 

Cidn't went it to be formal because I wanted to get: 

away fron the draza fenry to cot dn thore ond use 
the EpACOe Thin also has its problens though, sometinco 


7 
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(the planning) depended upon tho actors themselves. 

If you tell. on actor as much as you know about a 

character and he still wants rore instruction or is. 

ineceure, or he still wants to talk it through, then... 

you have to co in and try things out. In this filn 

there were a lot of mmall parts so we didn't have the 

"uxury of voriding with those people in advancce 

onmetinen I woulda't rehearse a scene - becaus2 T ' 

‘couldn't « ond nometines I hadn't mide a shooting plan 

beenuce I hadn't met the people before, and vanted ta 

ese how they would behave on that location. It's no 

pood payinn you want a person thrown arminnt this 

‘door if, when you get there, the Inndlord nays you 

can't da trate 


feenes which had been chot with a range of differant techniques . 
therefore had to be arranged in order and cut togethor to form R 
gherent whole, and with thic goal in mind the producer and the 


editor now began to ermine the material in a such more ceteiled 


fashion. fpain, it's important to note that only bhand two mon 
woro involved at this ataso, although noither wore continuously 
working on the project since as a staff editor the latter had sone : 
commitaant to other worl and the producer was ctill concerned with 


typing up come Loose ends from the shoot (such os writing a report 


on the maming difficulties and arranging for the ponalbility of 


filnine pick-ups for sone cections of the film). ‘part fram those 


people who had socn rushes Curling the choot, only the writer had . 


pag 


since seen any of the material and no-one besides the editor and producer 


had seen any form of an assembly - or compilation - of the vorking 
vaterial. dfter about four weeks of editing, however, the controller 


asked to see much an asseably. This was n somewhat unexpected nove 


mince hipher management might not normally bo expected to becon 


tet Saat Na 


involved until the roucheut stage, (an assenbly being the grouping together | 
-ef ccenes in appronimate order, whereas a rourhsut ds 


Pa al 


alater stage where 


the scencs have actually been cut together). Cno of the departzont'o | 
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_exocutive producers had already unofficially asked for a viewing, 

to which eontet the producer had decurred until the rougheut stage. 
kad been reached, but the controller's request was unavoidable. The 
_teve was in any cance recardod ap loritirate since the controller's 
interest in the film was that of patron as well as publisher, and one 
reason eevee for seains the material at this etace was sicply that the. 


controller wan about to teke a holiday, and wanted to cee it beere 


eres 


he went avaye 


The procuces and the editor neverthe er nad to forg3 nivad with their 


io 


prelininary selection more rapidly than they hat planned, and the 

former pointed out that ho would rather not have chow this 55 sleation 
to anyone before it lind been cut together becaure any nusber of different 
interpretations could have been draw fron the ratorial in that states 

fone of theno interpretations may have been muite eppesed to the proferred 
rending and may, for instance, have led to preanturely inn pened altcrations. 


Dut what the producer was really arguing waa that an assc:! ly of scenss 


ere) 


is unlikely to give o true dey pression of ht & Sinn] intentions, én 


ansenbly, in other words, in a collection of phrases 1 vith out context 


or cyntagsa without systox, end as such it is compa aratively fer: ruLcrte 
wditing in general, and fino-cutting in particulor 4s a process in which 


forn is inpesed nnd relat ivics concealed through a foreclosure of the range, 


of options Which an audience has in interprotins the material. Thus 


t} * " 7 bad «Tae * 
the imposition of a particular pace, ance and rayths: Doth within. 


and between dificrent scenes is what provides context, ang theoratically ~ 


o preferred meaning, . Without that contert the neanine of an dn sdfvidual 

seene rerinins opan in relation to n viewer's om frans or eitceanes the 
; | 

Motel! neano, for oxanple, veuld be literally eratubtoug dna state in 


which Lt had not been precisely fitted into the overall contoxe ov the. 


oor 
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girl's life since its referent would bo more strongly embedded in a 
viewer's prior Imouledre than in the additional information cupplied 
within the film. Hence it was at lenst possible that viewing cuch a 
scene as part of on asnenmbly might lend to nromaturs censoringe 

‘After pis weeks the first fulll assembly was roady, and wan shown to 


y 


the controller at the berduning ef duly. He in fact only suscested one 


or two minor changes at that stage, leaving his dcscision to sugges 
three major cuta uttil later. The producer felt considerably hsartensd 
by this recponse, and subsequently chow2d the assenbly to tho writer 
too + everyorefs main concern at this point boinc centred upon the 
flints cverall lengthe This was now Souk to UP minates (or about — 
50% overlencth) and after the viewing there had beon cove discussioa 
‘about tainn a two-hour slot for the file. ‘fter subtracting the 

tine for commercial breaks Emory could then Ear: rin for 104 minutes 
which would have meant that cnly a 75 roduetion would have to be 
“madee Tho 1? hour slot veo to all intents and purposes fined ty that 
tinc, however, ono of the reasons for this being that the controller 
had alrondy acreed een a transmission aay with the networke This 

‘day was £90 be. 9th Movenber and neither tha controller nor the producer 
wanted te delay terangatecion uitil a less pronitioun ieee for tha 
beginning of Noversbor wns generally rerardsd to bo on oveellent cholen. 


Dy that tine the cubim cchedules would have. 


teatticd down! such that. 


rugs originality would not have been evanped by a wolter of other 
nev progtanauca, and the precucer waa also putieulerly plensod ‘uith oe 


midewoek slots again because he felt that the procramo would have ‘a 


chunce to ntand on ite own without the congatition of hich-ratog cromies 
at the wockend. 
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The need to reduce the programets loagth within the constraint 

of the 76 minute nlot was therefore of paranowrt irportance, ond 

he decisions to be made fron thin point onuards were ie be much | 
nore critical. iven petting the length down ta dla oe had 
involved core rircrous editing, and vhols seence snd i ndeed * 

glrendy been refectcd. There included the follevinc; the gceng 
vitteh hac introduced fan drat! fathor (eeene LL in tho serint) had | 
been cut pince it wan notionally rert of ¢ 2 introductory 5 nequence of 
"Life dn Dradford! and wan consenucntly now muncrfluous. Thin sean 
scony had also bocn the one which had becn shot in the rend. ciri's 
local which had cnused bee problens with the fanily, ca its wedieeice 
woo also partly inl omatie. A seene nhoving 'Laby Santral being 
tented with various noises dn a doctor's 5 urcery (noe?1) hod ne 
keen rejected beenuso it repeated the infor: ition that the girl was 
deat, but it had also been unsatisfactory in tern of porforrance 


gince the child had netually reacted to the hoarine-tests throughout . 


the bul: of the toes. Sindlarly the "Coalzan! me se ste 18) where 
the child was cuspesed to be pessponeeine to the sound of nore cecal 
being delivered waa lest, as was the econo inside a tus (oe, 27) wht 
had to be cerapoed beeaune of tho chatdiness of the shots and the fact 
that the clipitly older version of tho cirl had been erying during | 


goveral of ths tein. 


Other cocnes hind becn cut be couce they hed been Contoned to pet | 
characters fray ous place to ans chery and it had civbe oouant ly bron 


felt that thes: vere relatively uniscersary. Whe neones tn 3 


S 


hallway of “Inn's! house (cose 79 and 93) had boon lost for ny 
reason, for ovanmle, bocaune they had chiefly rerved ts transport . 
people from an extarfor ta an interlor Location: a movement waiek 


could bo inferred froa tho Eo AG seentae © Cindlarly 'Thawigt R wakoning 
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to tho ween of m police car prior te his arrest (sce V1) had been 
cut because the arrost itsolf wae folt to bo sufficiently 
informative, and in fact the awaliening had Loctied rather buseroxe 
in tho event. “the 'Social Security? peone {cee 105) had been Lost 


because it had proved to be technically unso ound, with al franed 


uhots ts a result of trying to shoot it tin t ‘Eras? viti 


concealed camerne A ecens like "Inn' and Ianerata? eeparture in 


his car fron the dry-cleaning factory (ec. £5) had boon ent. for reasonn | 


of pace, (ninco the car had simply taken too enn to exit the free) 
ag had “other's! dovarture fron the school (ee. 75), and the 'Maying 
field's! scene (se. 40) had beon rejected: beenuse Lt repeated tho 


information that the cirl une coed at cports (thic inforcation bade: 


contained in tho “Cwirrring baths! scene which wan minerally con sidered 


to bo better for reasons of vicual interest nad oueitenont). 
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‘ Cuttine the mterial torether BEKO 
Although the editor is workine with preformed pieces of material, 
the cutting room is arguably a primary creative context since it is 
here that the material is cut and joined together to forn a filay- 
that is to cay a structured goquenca of irares and sounds balanced 
afainst ono another with a -rhytha that ensures a unity greater than : 
the cua of its parts. That the process is essentially creative in true 
insofar Fs¥e} the maze natorial would not necessarily cenerate the cane 7 
fil with two different editors, and tho onount of debate and 
experiment which characterised the fino~cutting of DUMY is gelacnne 


of tho fluidity of the process. This is not to cay that there are not 


rules and diccornable patterns in tho construction of any one scene 


or in its modo of connection to other scenos. One of the first rulos 


of editing according to the producer was, for exomple, that one has to 


have a reacon for making a cut; in any given ccene there aro ‘natural 


gutting points! which become rapidly colf-ovident. Quite why they do | 
ptretery ‘hoover, accredited to ‘natural rhythat by tho two men which is a 
siesico which needs ta be carefully cxaminod. Numerous hints: and tips. 
ean bo found in the professional literature explaining that cuta should 
‘be nade either on an action or & reaction, cither just before or just 
after that action has occurred. Such an action deen not have ta be 
central to the narrative; . it could be a sccondary action cuch ac 

roplacing Q& class upon a table, but it in cenorally connidercd to be | 
“Allegitaiate to delay makding a cut until very long after cuch an action 
has taken place wnless there is a “reason for co doing. One such reacon | 
could bo to cain muspence or anticipation, or to elow dom the pace of. 
the f1ln at that point or to imply introspection on the Tart ‘of the | 
character. . 


if a character actually oxlfisa the frana the > cutting point ig more ~ 
clearly dictated by the action; the prine- cxample being that of.a _ 
character leaving both the frane and the rood which they happened: to 

‘be in through a doormye he point at which the door closes then 
provides. the justification for cutting to tho next econo. A = 

can’ eeneean ceveral.. ‘natural! eutting-points, and although tho ‘ 

constraint of having. ta lose as ruch tire as possible was ‘operating 
- throurhout that lattor ctarea of editing TOY, tho first cutting- : . 
point was not always the one uscd. In the sccno'where "Charlie! eivas E 
-Yfandra' sone drugs, for oxample, a genuine regular in the pub‘ valks 
- across the: backcround of the shot after the first cutting point has | 

. occurred at: the end of 'Charlio's' dinloruee Wishing to patie this: 
action as a natural event, the producer decided to Jet the scene run on. | 
. until: the next cutting-point, which in thin caso was 'Sandratc! action 
of drawing on her cigarette. fonetines an action will ba co Dine and | 
| . continuous: that no cutting=point occurs bofore the length of the scene 
begins ta detract fron the required paces This happened vith "Ian! Bay 
‘candra's! departure, From the dry-cleaning factory, where tho car ‘took ; 


‘go long to exit the froma that the whole eetion aortas hag to bea 
scrapped. . 


' The dialogue often provides ‘natural! cutting~points, deal in ; pescutan | 
eer in often specifically designed so to doe Hence "Sanira! - 

| sister fo given an ‘out! towards the end of the scene whore che ig 

vioiting the cirl in hospital; ‘I've cot to fot hone, love! and: tho 

gasmso characte: han the line 'God knows what'll happen’ towards the ond of . 
“the firat scene in part three which provides a tnatural! lead in to the 


concluding ecetions of the flin. ‘cutting on sare emis Lines can also 
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accociate two ideas tocethor oven though the action is not continuous, 
e good example of which is where the fomle cccial worker explains to 
Nother? that the school doos not teach sign language: 'It's not 

their nothad! - the cut to *Sanirat trying to. read front of a cinss- 
therefore ilustrates what ‘their mothod tse 


Cutting different scenes: together in not ror a process of Linieing ideas - 


by annociation, hovered, the producer alco used the juxtaposition of 
| scenes in contrast ‘to one another in order to ‘persuade his audience to. 
_ reach certain conclusions. At one point, for ‘emmple, he wanted to 
place the scenes showing the girl taking pills alone ina pub and 
the Restaurant! eoene topethor to emphasise the transience of happy 
ovents like the neal, and An the finiched filn a ‘gintine idea is in 


operation an the: ‘Rectaurant? is eat aa followed by come shots of 
‘Sondra! soliciting in the ctroctc. 


The nechanics of cutting the couponent chat of any ‘ono bene eae 
are often dictated by tho "logic of the situation’. "Hence if a character. 
| is looking from left-to right towards another charactor during a 
conversation, then in asconbling tho two halvon’ of tho dinlocue the . 
editor vill uso chota where the other character is looking fron wae - 
to loft. finilarly, if'a novenent, is to bo carried across Several ~ 
different chots, thon the direction of that movement in’ usually. raintained 
relative to the frare. This my only apply, however, if the etion in 

: continuous ~ in point of fact the cirl's journcy out to. the ‘Rotel with: 
the ‘Neat ran’ starts off as a novenent from left to ‘right, but this 
changes to the opposite direction as tho car eventually pulls- into 
motel forecourt. Cno of the points of that sequence was to Venonatrate 
that tho motol wan core distance out of eee: but becaune ef the 


need to lone time several of the dete of the two ‘people driving out. 

of the city were lost, so the change in direction viceaevio the frano - 
could actually help to isply that tho journey had. taken a certain anount 

of tine. Cutting ‘ean ther efore ily, ‘condenso or expand, tine as woll 


ac establich or caphneice relationships between different ia events 
or individuals. 
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Tho \ ey a me ts nade is eceene too} apart fre a straight a 
rod on o econo to onother, “thera aro numerous variations exch as fadeoy 
: focus or. lap diccolves (atx00), splits and: wipecy which in different 
cirewiatances are folt to have conventional neaningse K. fade to dlack . 
ot the end of a ccene can mean, for instance, ‘that a passage of timo . 
has passed betwoon that scone and the next ORG, or a “rapid. nix con 
imply": that ‘the tio cones Lintcoa de ouch ‘a device | aro happening 


concurrently. 


All these points are aspects of basie pram, od thoy are eccsntliais o 
arbitrary or conventional rather than Pontes: or ature “The | 
: producer's op tnatural rhythat can therefore bo ccen to be drain, in mart; 
froa a profecsional rhotoric viich geverns: the way. in which Oo £12: can |. | 
be cut togethers arbitrary ofenn like fades or mixes were, however, 
; kept to a ednimss in DENY procincly becauso they wore: folt Ba detract ‘bis 
fron tho filn's naturalion. cindlorly, the ‘Drona feart which tho 
producer ‘mentioned nhove led a an avoidance of formal net=plecen in 
vhich actions would take place no dircrote events. . An ommination of 
the original and torninal pointe of cach scene reveals that, ‘mont becin | 
- and end half-way through an action, and vhile an unresolved action in 
often nore dramatic, thé’ lack of such predotermination also opens up a 
prtseeent options of interpretation and ay tho possibility of. 
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inferring that characters inhabit a world boyond that vhich has beca — 
“epeei tically denoteds Tho audience is noty for Anstance, civen any 
immediate epplnaation of why 'fandra’? is erying by herself in the pub 
during part three, co in theory the audience is forced to interpret the | : 
~ event with reference to on anterior reality indexed throuchout the ‘fin . 
“gs whole. Against the idea that filmenaling chould remain nannorist, 
or ieatnine vy the subordination of a viewer's interprotation to the ES 
filn-caker's explanation through the. conventional sPeeO ane) af each a 
cuty Dai Vaughan (19763 43) argues thats. 


ed 


Film is not 4 pure, synbdolic ee To articulate 
it ag if it were - as if its grammar were anterior to. 
its imarery, rathor than our attribution of conco - 
calling forth the grammar ina ceatalt ~ is to roduce 

' 4t to cuch penurious abstraction that the catisfying - 
of prior. as is all it can do. 


Vaughan, hincelf a practicing cditory goes on to say (ibid. pe19). that. 
one chould distinguish between the nannerist otructuring of material . 
to meet a preconception of the responses of others and the structuring. 


‘of material in direct response to one's porception of ito "human | 
| eignificance’. The producer's Ngaeuead rhythat can ‘thus bo neen to 
'  gnvolve both andes through a combination of ceordssionalase and 
| intuition, the latter being constrained or notivated in its crasp of 


human significance! or reality through ito errr with a paltieaty 
: dotorained intercubjectivity. | 


puny had to bo edited, firat to dintil a truth fron reporte covering 
twenty-nine years of eensanet a life, and pocondly to coatain that 
dictilation within a ceventy-oight ninute ‘Blote The node of that 

" edition was then dictated by. the natura of the fied, and its . 
potential indexicality had to be "clawed back! (to borrow Ficke and 

; Hartley's tern = see Reaaive Tolevinion 1908: 87) through an inversion 
of the eres of conventional {sation of, each oignifier until they 
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recuned the iconicity or motivation of their uncut state as rushes. 
As Fiske and Hartley (1973: 28) have noted: 


I 


The faithfulness or accuracy of the representation, 
that is the degree to which the sipnified is re-presented 
in the signifier, is an inverse measure of how 
-conventionalisod it ise Thus a realistic portrait is 
‘Lightly convontionaliced: it relies for its ability 
to sienify on our experience of tho sort of reality 
that it re-presents eee the core closely the signifier 
roprocuces our comion experience, our culturally 
determined intersubjectivity, tho more realistic it 
onppoars to bt. : 


The authors of Readine- television are, however, careful to point out. 7 
that: 7 
eos tho signified to which the significr relates ip itself 
arbitrary, for tho way we cee it, catesorise it and ; 
structure it is a result of our culture's way of seeing, 
just ag such as the way we reproduce it in verbal 
Unfortumtcly, they cannot tell us much about the procers of cateporication. a 
A scrutiny of the film will enable ono to deduce that the producor made 
use of very little cancra-noveront, and ono night guess that oxisting 
Locations and ' real’ people had been used to reduce’the intervention of 
conventional tricks of the trade (even though the use of documentary _ 


syntax is itcelf beconing & convention for drama)e A comitted 


_gomiotician would, however,’ be at fault in inferring that tho producer 


always used a static camera in order to ‘deliberately avoid the 

arbitrary cipnification of eoean oe dolly chots; in fact the eiireean : 
vory, much regretted not having broucht a dolly along to the shoot, | 
and very often the camera was physically restrained from coving about 

in como of the mall interior locations. . * 2 ae 


: ; Sinilarly, ‘to understand the way in which’ 'the signified! ds oa 


-entocoriced and structured in the courso of the editing, and by ' 7 
implication to understand the ilocutionary intent ofa cultural 
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producer at least requires that the process be observede Hence the 
following section is itsolf an edited account of some of the decision- 


gaking carried out during the latter stages of editing, where the 


major concern was the soquoncing of part three of the film, 


In tho cuttin room 


ATV have coveral suites of cutting roons at their snodaption conte : 
at Elstree, cach one the domain of an editor and his assistant. One of 
these was allocated to LOY for tho duration. The room itcolt Was | 
’ quite mall,.and when tho blinds were drawn for viewing it provided an 
environnent conducive to tho private, intimate atnosphere which 

: characterised much of tho processe Alonz tho side of the roon vas a. 
long workbench to vhich was fixed the Conpeditor, a cml motorized 
viewer upon vhich several spools could be mounted at once, oach one 
being driven throuch.a clutch nochanion to enable fine Gyaehoon en tien’ 
to be carried oute “The rect of tho roon was filled with racks for . 
veans of filn, triming bins and racks for short lencths of film pune: 


vertically and coded for easy acceso. “Under the cingsle window was oa 


a ponding: : 5 8 
IT TAKES A ‘Toc i EDITOR 10 QO NAKE A TONDER FI 


° 


and under this stood tho cix-plate Steenbeck editor/viewer. The 

“ general procedure for eckeing was to lay up a section of acsonbled | 
‘film on ona of tho Stoenbeck's pairs of drive-plates, with the sound} 

track on the noxt pair ond the now ploce of filn on the third. The - 

editor and producer vould then view the matorini on the comparatively 

’ 4nrce screen mounted anave the plates, choese the poeition for the 

cut and mark it with a chinagraph pencil. The editor would Une one - 

of a nunber of aiffercnt aastaacs here to indicate the type of cut | 


eee ere a ee 


required (straight cuta, fadea, discolves, etc.) as a guide to the - 
“processor, and vould then move to the Compeditor to line up the | e 
‘different pieces and make the actual cut. At this stage the two wieeog , 
of filn would simply be butted together, leaving ald the markings on - 
either cide of the cuts but. the soundtrack would be cut an an angle 

“ guch that a partial countefade would recult ond cudden jolta avoided - 

(the. eopoag would alco travel through the Steenbeck's transport | 
mechanism more moothly if cut in this way). Having edited como f1 eo _ 
five filns, the epeed with which. the editor cut and opliced the filn 
was truly renarlable, but wan not sizply a display of profercional 

_ virtuosity since the physical result of a decision could then bo 


asseased very quickly, ani changed if necessary while an idea waa still _ 
fresh in tho two men's Babe, 


‘ Deeiatons rade about the cutting ‘aunthioe of different shots within | 
ony ‘ono scene were not alvays nade, RECOREIAS to the precepts of 

_ ‘natural rhythn'; ccnetines thoy were dictated by the material and 
| decicions whick bad already beon made during the shoot. For cxanple, 
the deliberate use of !obblyncope! or the hand-held cancra rade it | 

difficult to adhere to the rules of continuity batucan shots where the 

tn conera's position t wan | conztantly changing = ~ a5 in the stabbing sequence. : 
. However, the overall style of part three, and to some oxtent part two, 
neant that tho duration ef individual actions could be reduced even: 
. when they hod been chot v0 conventional drana. In ono of the - 
pub scenes vhere ‘Ralph! is planning a robbery vith a friend, there day 
| for example, a chot of "Sandra! rising froa the table followed by 
| another chot of her Agacoaching the bar to buy cone more drinks. — 
: Normally the two chots vould ba cut. torether such that tho girl's 


Bovenate would form a continuous action in hae » but hera the 
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cut was nas cuch that (gandra's! walk to the bar only took about 
half the time it chould have done. That cort of cut is locitinate 
given the style,! the editor ene ? ‘providing: the audience believes 
that it is prab-shooting; it would look odd if this vas a straight 
drana, where you would normally let her walk out of the shot before 
| cutting.’ a: 


By contrast, the cceno of * fandra' being ceaene diy to operate the stean~ . 
press jn tho dry-cleaning factory was cut tazethor in much longer | 
eections than "ight have been expected in a conventional dranae “In 
fact, tliere are only ‘twa cuts in the econo oven though it is one of 


+ the longest in tho film; its enttiag rata boing only 0.8 cuta/alnute 
‘as compared to 7012 cuts/ninute as an average for that part of the 


ot programe - (part one) ond 6.02 ‘cute/ninute for the filn as a whole. 


“The reasons for extending thé scene in this way was .ttat the cenuine © 
worlding environzent of the dry-cleaning works was itself very 'busy!, 
The noize of tho bachinery and the noverients of the press: combined 
with the, ‘complicated instruction Given by. the forenin neoided Q cass 
of. 4nformation which’ the producer considered was inherently intoresting 
tn ‘contrast to tho socunentary evidence of this data the producer 
nevertheless vanted to make . the draratic point that the: girl's new ‘fob 
was actually rether panne: Ne herarors ecmployod . tho! ‘theery that by 
letting the scene run on the audience would begin to.think "Gods thin is 
j poring!’ in in tho cense that they vould begin to set fed up with the 
cceno. rathor than its contents. Having defeailiariced the content: in 
this way the producer thon folt that the ccone ought to run on yen 


fur neha ap he explained: = _ ee ee : eae oan 
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The audience will then go throuch the boreden- 

barricr and actually. becin to get involved in the 

action of the steam and the work. Cnce you have 

bored the audience and.then let the scene tun on 

further to get them back into it, you cut to the) 

next scone; hoping that the audience will have 

realised how boring (the work) vas. 

Votns the fabric of the film in this way depended upon the director 

having foresoen a potential problen durin: the shoot, but ronetines 

the conditions at the tine had dictated tho way a scene could be cut” 

together. 'In the scene showing ‘Sandra! being visited by hor gister in 

the maternity hospital tho director had been constrained to choot dn a 

single chotb (sco pe.) which meant that the cceno had to be built 
up from a nunbor of croso-euts between the two mubjects. The editor, 

however, felt that this format: intruded upon the intimacy of the netion 
since the franing of the shots separated tho two women from each others 
He therefore intercut a wideshot eof the two of then together to cet - 

the canera in an observational rather than an interrocatory position, 

ae but was unable to, hold’ this intercut for as long as: he wanted because 

the Licht had changed halfway through that particular chot and there had 

not ‘been any further takes. 


icine the iSteip' ccene together proved to. be ono of ‘the rost aiffientt 
‘tans during the latter stases.of editing. This is the ccene where 
‘ ‘candra' performs an inprosptu strip in one of the aleazy pubs, and is 
the place where che oe her. future husband. The problea was chiefly | 
oo tho continuity of. the music. The professional ptripper ~ in fact 


*  g drag artiste - ws performing to a well-lmown Cilla Black reconding 


of the sixties, and this record vould have to appear to run on 

: | continuously despite any cuts vhich were introduced into the Vinay 
infornation. Normally, background music could be separated fron tho 
dialoguc tracks and re-recorded during the dub, but in this casg the 
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. music was linked to the visuals by tho drag artiste's novenonts = 
- particularly where ko. pulled tho front of his canilmichkers out to mke 
a cesture on the one's repeated phrase, ' Step inside love’. ‘Since the 
tracks had in any’cace been pre-mixed, the only way to reduce the length 
of. the sequence was to cut pieces off fron-either end or to "cheat! 
in cone way A munber of "cheatat were therefore usods . First of all :, 
the rain actress had made an ad-Libbed reference to the fact that the. 


‘etripger! ‘Was a dracearticte which van considered to be unnecessary . : 


a | and poceibly destructive cinco part of the intantion of the ceene wag 


te: chow ‘cohdzat in ‘competition with the. tenuinoe perforner; the 

- denotation that ho was o ran could therefore devalue the girl's own 
performance. This was consequently cut, as indeed were eeveral, other 
agelsbbed cements” erences between the girl‘and her Setendy Cacenctved 

Anno" ' Other’ coments were | considered to be usoful however, such as 
ICross=eyod Anne's" explanation to (Pay that: '" Sandra’ in doaf and 

her prophotic remark on 'Condrats return fron the stage that "You 


“could do ‘that. for o “Living, love.! “inee the perforner vas not in’ 


hot for these chots tho music could be: ited off the master tracts - 
. and laid under tho dinlogue; providing, “that! in; that it was reducod 


tn voluze to discuico any 4uaps rs continuity (a reduction which vas 


‘posable Seemed of the change in perspective). “A-more drastic _ 


_ "cheat? was used earlier in the scene; before ‘Sandra! moves neronss to 


7 - Join’: the drag artiste on staco che is ‘chown looking towards hin,’ and. 


. . the audionce would nornally be given her P.OeVe in the: following chote - 


Because of tho difficulties with sound continuity, the editor and 


producer decided to £0 xe) to'n wideshot here which would serve as. 


'Candrat a! P.0.Vs. cinco it was Looking towards the stage, albeit from 


‘the back of ‘the TOOL. “fandral was eas i chot during cca 


wideshot, however, so logically it could not be her P.0.V. ‘The. 
producer nevertheless argued that the audience's attention would. be 
dicated away fron the poople in the foreground < one of who was 
the girl = tovarda the brichtly-1it drag artiste. 'Sandra’ had also 
ronoved her identifying cont by that time ond was facing avay fron 
the camera co the producer decided that on audience vould believe | 


that the girl was eae ene of ceveral athe unidentified Pople: 


sintinnty, ‘tho taileond of traytot entrance into the aa Was used: as 

. an intercut , ,to pave tine betwoen ‘candrata! clich ‘down from tho stage 
and her arrival back at tho bar even. ‘though his entrance ought to. 
" have been corpleted : ‘much earlier. This nevertheless meant that ‘nay! a! 

| face would be nore dofinitively eatabieaad as. well as covering for a 
potential junp in action. continuity (caused by ‘Joning 'Sandratat 
movesiont from tho stage to the bar), ‘but ‘then the sound continuity 

had to be regained by canplotoly erasing the ottrinad soundtrack 
behind 'Ray's' entrance and allowing tho raster traci to rum on over . 
tho cuts. This rastor=track: itself noeded to be artificially extended | 
because the record had been cut short while 'Candrat was still on the 

_ stage, so another section of the music vas opliced on such that it vo | 


. pti1l in oynchronication although actually a verse advanced. 


One of tho points aPidiocudeten with respect to this scene was that 
the editor felt tho ‘natural’ end occurred with 'Sandra'pt elind down 
tra the stages The conversation back at the bar, whore may 

; approaches the tuo girls to conplinont (fandra! on her porfornancey. 

, was considered to bo a separate actions As such it needed to: be of a 


certaia length to aliow the audience time to explore the Gaakeiit: er 
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' $f thore was insufficient material thers it sight to be scrapped ; 
| altorother. Tho producer particularly. wanted to estas this: pocond - 
part of tha scene because it contained tho information about tRaytst 
interest in the girl, ‘bat ho was alco working within two cénetradntas 
Firstly there was the eaneaadoun: need to lone tine, and secondly much 
of the conversation between 'Ray! and 'Sandra! was eewed by one of 
tha Seahere of the crew vho was staring at the camera from the background — | 
of tho chot. ‘his kad not beea noticed during the choot itself yond | 
' there wera other takes whieh could have beca used, but rono were as: good - 
. ao this one in terns of the netor's ad 1bbed coment. Eventually 

_ thig was infact tho take vhich appears in the finiched ‘fila cinco if 


any of that coction of the ccene vas used then the producer had little 
choice but to use that particular take too. - ae 


The diceunioks purroundins the cutting of the Motel! scene vere also 


very ‘interestings ‘The chots en inside the netea: hednod described 


a. nuaber of difforeat aetions; “firatly the "eat nan’ enpties his 


seviean pockets onto the bedside table, and fron tho pile of noney 
Sandra! takes a five~pound noto. Thin: then ae aatan - if not 


7 fustifies - ~ the nan's anger ‘and precipitates’ the initind nection of 


‘Sondra! being knocked down ‘onto the bed. Che. rotaliaten,. wheroupon he 


‘drags her to the washbasin and bangs her head’ against the wall. 
third and last action 


. The 

hon involves the ‘eat can! ripping a radiator 

chelf. fron. ‘the yall to club tho cirl opain vefore making & rapid oxit, | 
In rany ways this final ection is dramatically cuperfluaus, since 
tcardra! is already overpowored and in fact has fallen out of shot ‘ 

‘co the point has beon made that the attack is serious nnd porsibly ; - 

- fatal before tho’ ntart of the last action. Furthornoro, the "Neat ae, | 
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was chown hitting the girl threo times with the heavy chelf which may 
well have been construed to be ‘over the top! in terus of the violent 


content of the scone. 


The prota” asked to ene all of these actions firstly been: 

‘the attack was ‘unusually violent! as he put it, and could thereforo 
be uscd as a pivotal and nenorable reforence point in the description 
“of the tiri’a life. Secondly the attack had ‘actually happened, co a 

was, in cone cense the producer's duty to record: it as necurately os 
posible. ‘Tho editor, hovevery felt quite givonsiy that the thira 
action (the use of the. redinter cover) at least oolced gratuitous: 
" because tho eavigis action had wound up to a ‘natural! conclusion 
with ‘Sandra's! LEAP DOATORE: out of frorne. Indeed, the nore. one 
chortened the last ‘petion bys eayy reductas the number of. tines the 
Neat. non! hit the pirl with the radiator covery then’ the more dratiietens 
At looked. the oditer argued that civen the dinconnection of the Jast 
action with the proceding Ones then the vhole of that eecondary action 
/ “ghoul be retained in'érder to allow enouch tine for it to ' Jjuntify 
os iteclf", but ‘Teacabering that tino wan of the essonca, the editor was 
cenorally persuaded that thoy chould therefore lose the action 
altogether. . We've ext to ore tine! he argued, fond this will bo cut 
anyways’ In fact the ‘editor was of the opinion that it the film was to 
be chown in the U.S.A. then the ceene would have to be cut after the 


 firot actions at tho point vhoro *fandrat is ook hit by ¢ the. Neat man's 


" Both men came ‘bacl: to this: Beene eavanal: tines, and L by the. latter 


_ stages af editing the ‘radintor cover action had been rotained on tha - 


| “bande of the producer's axgirient that it was vital, becanas truss plus | 


the Neat man'nt ace eS dinlogue, "I'LL kill yort" vac felt to be ; 
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dracatically valid since at that point the audience would not ba 
sure that he hadn't killed the girl. In ordor to connect this — 
action with the previous beet the editor had novertholess, included | 
a little more of the Ylcat man's! movesent amy fros the wach hbasin | 
. ‘tudes the radiator than had been used earlicr. This, however, 
looked "too logical’ or 'too stereocraphed! to the producer, even 
though the editor still felt that the action Look: ed Like an afterthought _ 
(moaning a: ‘second thourht by the director rathes than that of the 
character). The producor actually wanted the cut to the last ‘getion 
to seen soriewhat illorical ta help the connotation that the whole scene 
_ was ono of itlopical Violence; that: ‘the Neat man’ was indeed a twodnd - 
character’. Ao he eae at the timer: 


I'p orsted that without the radiate: bit it wilt Lool: 

like just a ‘normal! beatingeup, a standard beating as 
. youtd have in TIS .SVECNEY, The radiator, apart fron 
’ being authentic, takes the scene beyond the norm and 
Gives como motivation for the chock .to (Sandra) and 

» tho fact. that she kills the other cuy six wecks later. 


Many different versions were tricd out hore, with the ronition of tha 
out from he ‘action at the vachbanin ‘to the action with the radiator 


cover boing altered by com rotines only a fow frames. One of the ecctikes 


. fron the points of view of continal ty was tho chance of canera angle 
- between the two choto and a conaiderable difforence in the eae d of 
‘the light, co tha only roal way of maintaining ony continuity Was to 


include tha ‘oat tan's' movement ‘towards the radiators After coveral, 


‘days of oxperinent | (in which several other ccones were being dealt 
with toog it chould be notett) the producer agreed that the action Looked 
>. groother with this roverient, but he still argued that the pabeesiae with - 


the radiator cover therefore 


looked more calculated, vhich was not hir 


intention; 'I want it to be more scarey,!' ho explained. The edit’ ; 


"argument had now become that the audience would baulls at the £ 
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section of violence (the initial fight and the battering at the 
washbasin) but would then accept and bolieve it because of the way 
it had been built upe People would not, therefore, believe the second 
action (the radiator cover) because it would ruin the credibility 
whieh had been achieved in the first section. A period of experinecat 
then ensued in which the 'radiator cover’ action was ronoved once mord, 
with the cut from the washbasin coming at the point where the 'Neat ran! 
has finished boating the cirl and was just about to pive her a final 
kick. The producer liked this ac a point of style, since the cut from 
the washbasin was initially to a blank white wall before tho Moat 
, nan! oteps ‘into frano for the kick, and there was consequently an 
element of surprise in this fined action. There was also an clenent 
of surprise on a different level here, since tha character WO8 caying 
‘Fuck youl? as he kicks the ‘injured girl. The editor was not at oll 
| cure that this would be allowed. by the IBi, given’ the: fact that tha 
kick was already out ‘of context insofar as it was chot fron a differnt : 
seele. than the previous action. The argument consequently owong backs 
to including the whole of the radintor action, with tho producor_ . 
: bartering by proxy the bad Janpiace for the violence. "If wo take the 

: "fucka" out, can we put tho violence back?? he queried. "Voll, which 
‘do you want,’ the editor asked. - tvo!ve cot three bits of violence and 
two 'fucko', ponething!p pot to G06! 


In the end the tradiator cover’ action wes retained, with tho cpeaiees 
’ concluding that 'it is co umsual that it must be ceon as true by the 
audience',.a conclusion which was evidently charod b y the controller. 
who allowed the scene to £O out as it nvota. To cave tinc, the cut 


fron the "Heat man's’ exit from the room wag then made to his entry: 
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into the ear, instead of his valk across the notel's forecourt. ‘This 
was strictly an illocicnl cut, since no tine was allowod for tho man 

“to got from the roon to his Cortina, but it caved valuable space ant 
was considered. to bea t G00d eut!. tIt would make hin look more of a” 
Bagtarta! the producer. explained, 'sinco. you don't see him: thinlins 


‘a bout it on the way out; he. just leaves and drives offs! 


Where the eiktiag together of a scene ‘Ake this involved Fae) pany 

" alttorent pormutations the editor, and nore particularly ‘the producer, ' 
-ponotines folt that thoy were in danger of Aseke their objectivity. ; 
“heir unwritten brief was to construct anh scene in cuch a way that their a 
i audience would understand their intention correctly (eee they would dacode 
the ‘nforuation in the preferred node), and understand it on a first 

i . showinn. "It is exsential to’ reriember: that the producer nay have seen 

= cach nation of the fila, in various forms, perhaps fifty tines, and . 

- this expocure could only increase: a5 the process advanced. ‘Oceastonalty 
other editors would theroforo bo asked be view the material to | 

 peintroduce an objective oye o> to reaffirm decistona which had. boon 

mde, and oth the producer end his editor vould often years berately 

leave a cection of me fin to one side for a vhile to work on a ‘airferent 

a ection in ithe hopo that. thoy could return refresheds ba oe 


One of the ‘bicgect. Probless din this. respect wan tho sequencing, of 


pet three ‘of the sian, Apart fron potting the ‘intorio? logic ‘of che 


“eeene to work properly: in tertin of all the paranetars of grammar, 

- batanée, pace ond rhytha, the bull of the scenes in. parts ono and: ‘two 
could be ‘cut together according to the anterior logic of advancing tine. 
Port ono covered ofghtaon yeara of ‘candrats life and part. two coverod. 

ight, but part three dealt with only about eix veekns 7 Many of the. 
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seenes in the first two parts of the film therefore had to follow 

one another in a particular order, whereas ‘the scenes in part three 

were more open to rearrangement cince the chronological ‘logic had 

become subordinate to the lopic of motivation between’ different actions. — 
ave Shereores the chronological logic of the. first two parts of the filn 
‘peant that their running-tine had becone nore or less fixed by the 

latter stages of editing, which peat deen Ghat tho reduction in the 


os $fate overall length had to be made through oo spauaekon in the length 


of port thrée. By the middle of July tho total running-tine of the film 
had’ — brought down to. &7'46", with parts one and two running at 55'5h" 
| _ and part three 34°52". The total ‘running-tire was thus 9°46!" overlensth 
at that stase, Bto7t of which.was eventually fiver cess through a | 
| roorganication of part three. The last part of the filn, in other. vor. 7 
. ylolded 87.5 of the tine which needed to be lost while parts one and ty 
only yielded: the reaaining AB, which represents a reduction by over a 
quarter to the Length of part three ag compared to a reduction of less 
than Beh for parts one ond tuo conbined at this ntace of the editing. 
(The reduction of part three Snereases to nearly a third 4f one tnolded 
the tine taken for the credita at the end of tho: ‘t11m.) Ay 


| Techie nearly re thind: of the paterial fron pat three during the Poot. 
eccoably atage of the editing obviously meant ‘that sone. fairly radiend 


moves had to be trades and tho following fow paragraphs are a log of cone 
of the dectaton-naldas, yeteh tools placos 


ae squeneing part three - 


A nunber of ‘the. scenen which had already been rejected would have 


appeared in part three, but it was still clear that further ‘complete | 


ctenes nicht have to bo. ds caer in order to reduce the donhth within the. 
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constraint of the tinowclot. Tho producer and editor consequently becan 

to cerutinice the datntine material ‘to see if they could re-order it in 

cuch a way that at least one more ecene ‘could become reduntant without 

Aoding the essential threads of the narratives ae. major ‘robles wa5 

vin naintaining a balance betucon 'Sandrats' sad decline nd the agcreacton 7 

which part three Aescribed, and several dozen perautations were tricd 

'- before a eatiofactory balance was nchieved. Eeveral examples of the - | 
‘different. poquonces ene pivok below, these being taken from a number of : 

separate eenoions in the editing suite to illustrate the. possibilities 

which were explorede | Fire lata’ the eripiaad and final scenes in 7 

roquence, ‘and from thic it ae be seen that most of the' re-ordering | | 

concentrated upon the middle’ section of part three, from tho. sceno sot in | | 

the Indien restaurant’ to. 'Candra! = arrival at the drunks on 1 party prior to 

the etabbince 


piena takin one 


In the original ceript 'fandra’ had been crying alone ina pub after 
having otayod at the Veat Indian's flat (seo scones 22 and M3 in Figs )s 
che latter Beene had not been choty but even cubotituting tho related 


peena ee the fir valiing tovanda the flat with tho West Indian failed to 


provide any reason for tho girl's diotresos, As at atood, this. terying?, ncene : 


theroforo renained relatively froe of tho. narrative as on indicator of the" 
girl's general nisorys ha part of the Process of tight ening up the 
parative structure of part ipa the producer had cubcoquently decided. 
that the girl should be erying for a particular reason, so this scene was 
initially Blacod directly after the cirl's discovery of her lovor, ‘Wharlie', 
vith hor eratuhile friend, 'Crons-oyed. Anno’ in a cityecontro | pub. | patting 


those tio peenes tocather would have produced a confunion, houever,- nince 


Fire 7 the reorganisation of part three 


Oripinal ceript 
4. Yord behind Sister's houne: Children 


ete 


las 


‘ Pict ee spiel ean taL S| 
4x, Another street at dawns neonle endcinte = 


_ 


playing. 


Inside Sister's house: she discusses 2. 


fandra's future. 
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. Final fiiln 


Inside Sister's house: she discusses - 
Sandra's future. 


fandra leaves Sister's hounce 3. fandra leaves Sister's house. | 
Sandra wanders through alleyways 4. Sandra wanders through alleyways. 
fondra meots Charlie in we ne gives 5. Sandra mects Charlie in pub: ho gives 
her Grucce her Cruse ‘ 

They return to his flat. . a 6. They return to his flat. 

fondra mlonoe in cafe. — . MRot 41.candra inside Charlie's, having 
sandra asieep on church bench. )ohot 


Heer ence ne aananmmecnmnametinsimenet naemeandinatGncanenitteinaeactateamiadashietaaamaetieeaaamaemtnttneetiel 
canira urinates on wasterround s) 
indian restaurant. 


Sandra inside Charlie's, TARE 


_ alept with hin. 
Sandra wandering tivoasi giléveuyes: 


Sandra dincovors 'Cronrmeyed Anna’ 
with Charlie in pub: firht, . 
Sandra with two dosserr in street. 


Inside dessor's house, varndra nicks 


to knife. 
Peep WER enERETe 


Sandra walks towards Charlie's flate 


fhe discovers hin with ‘Crona-cyod 
Anne's fichte 


Sandra tries to telephons her sintore 


Sister receives the call, 


Eondra and west Indian walls tovanda 


his flat. ) 
Social worker visits. gin tee 


22, Saryvira in west Indian's flat, havine 
sient on the cofa.ot shot): 


candra alone in pub, crying. 


fandra outside city club. (Not chot) 


Sandra in pub where Charlio and 
friends are playing poole | 
They stagser out of pub... 

They ctagcer into isc al o Slate 
Drunicen party. o 

Stabbing. 

candra runs off. , 
Stabbed man Aaereee to main roade 
Sandra finds a taxi. _ 

Radio onerator radion taxi driver, 


Driver acknowlddrus,.. _. 
Anbulancemen lift Btabbed 1 tan inte 


orbulance. 


fandra arrives at West Indian's flate 


Ambulance drives avay,.. 
Sandra washes off blood ntainna. 
Stabbed man in mortuary, 


fhe is escorted to nolice car. 
treet at dawme 


e Peoplo roins to work, 
Longahst of city. 


| (Underlined scenes were rejected) 


slept with hin. ; 


-40.Indian restaurant 


24, Sandra rolieiting in eeeeee 
(alternative scone 


 25efandra in pub where Charlie and. 


friends are playing pool. 


2O.Camira and Woat Indian walk tovards his ary 


flat. 
21.S0cial worker’ vicits cistere 


23.Candra alone in pub, erying. | "4 
12.Sandra wandering throuch alleywayse 


—46.Sandra walks towards Charlie's flat. | 


17. She discovers hin with 'Cross-cyed | 
Anne! fight. 


18.fandra tries to délenhans sister. | 
| Webister receives the call. if 


26. Thoy stagcer out of pubs 
27. They stagger into Charlie's Hak 
26. Drunken party. 

Stabbing. : 
30.fandra runs off, 
32eSandra finds taxi Py cn 
3ieStabbed man’ otagcors to min road, 


deceit sieiiees at | Jeot Indian" se 


>5-Ambulancenen lift stabbed ran into 
obulance. 
37eAcibulance drives avay. 
estabbed man in mortuary, 


‘Sandra arrested in vest Indian's flat.Lo,candra arrested in West Indian's. 


41,.fhe is escorted to police care) 


(shot held after departure for a 
7 erect hoe) 7 


7 8706 


they had both been chot dn the sane = which thus foreclosed the 
intended option that ' sandra’ had left one pub to cry alone in anothers 
The girl had also discoverdd 'Charlic! ada ‘'Cross-eyed Aang together 
in his flat a little manta dn the original sequence, and this was 
considered to provide a nore likely motivation for the erying in the 


puby s0.one ofthe earlier permutations f for the middle of part threo . 
looked like this: oc 


4. -fondra in ‘Charlie's ‘fat, having slept: with hin. 
* 10. Indian restaurant (chowing Charlie, the West Indian ond 
~ - fandra enjoying a meal together). 
44. f£andra with two dossers in. the strecte 


" 1Se Inoide the dossers' house: Candra pockets the Knifes 
“oh, Sandra coliciting in the street. 


42. Candra wandering through otreets and alleyways, 
46. ‘= and walke towards Charlie's flat. 

47. <= and discovers hin with Cross-cyed Anne 
23. Sandra crying alone in pub.. 

2te Social worker visits sister. 


20. fandra and the Vest Indian walk towards his‘ fate 


43. ‘Sandra discovers Charlie and Cross-eyced Anno togethor againy 
' this time in a pub. 


18. = sho tries to telephone her aloter. . 
19. Sister receives call | 


‘25 Sandra in pub where Charlie and frlonds : ara playing eatlla ooo 
This arranceaent appeared. to be quite logical, providing the audience 
accopted that the’ 'focial worker's! Visit (sce21) was-a parallel or 
concurrent event and that. many of the conjunctions. involved juzps: in times 
The sequence also. had a SEE of moro serious difficulties YnOuEhs first. 
of all there was no reason why the girl should have taken up with tho 
two 'Dossera". The’ audience would not: have seen these’ characters. 
before, £0 ‘there was no connective with any a priori evidencoy and ot 
that juncture the girl's relationship with ‘Charlie! would seem to be 
quite healthy (hence there was no motivation for "Sandra! to go off 
with the: "Dossera'). The editor argued that there was a denonstrable ee 
tincejump between peer 40 and 1h, indicated by the girl's change of 
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clothes and the eae that the peace scene was Bat at nirht 

‘whereas the 'Dosserst scene wan day, so the option of ascuning that nd 

- "andra! had met the 'Dossera’ under a range of different circuzatanees 
remained open. The producer nevertholecs felt that if there vas cuch 

‘a tinc~junp then its duration was not clear. The 'Dosserst scenas 
could, ‘for exariple, be occurring the next day, in which care one would 

’ pti be Left with the problen of motivation in relation to ‘condrat et 


apparently cecure position with (Charlie! in tho restaurant GCCNCe 


* The tuo rien cons sequently experinented with putting, gone of the revorvoir 


of cust of the cirl wandering about different ievevs eithor side aie 
the 'Dossera' sequence auch that it would be nore dofinitively, separated 
fron the restaurant COON. it could thus cerve os an exmle of the kind 
of Ores ‘which might occur as “Sandra! wandered about the ‘treats during — 
ths aay without beconing Locked into the narrative os Buchs In one version 
of the sequence the girl would also be chown turning up at ‘the Weot , 
Indian's flat after a spate of wandering about tho atreets, and tho. | 
producer now began to worry that the West Indian night be thonatically 
linked with the doscera for ‘this reason. This interprotation was certainly 
not intentional, cince unlike the dossorsy | races Inew: the West Traian 
veld, and regarded his flat as a haven. It’ wan therefore dangeroug aes 
Link hin. in any way with the dossers, co the producer and editor Btarted | 

- to: rethink the whole sequence once apnins 


a 
i 


Pernutation es fe he ™ Bas + gr 
“The reason for including thio Doesern! eequence wan partly to pdeteaund é . 
“another element of ‘dogradaticn, in the girl! 8 life, and sctass to establi ay. 
the fact that che carried a ‘ynife (oince she picks one up up in the nly 

house). tho editor, ond indeed the writer, had novertheless felt that ; 


Ee Sao 
this sequence ‘was becoming something of a red herring, co a8 subsequent 
-reorpanication produced the following: 


11. Sandra in Charlie's flnt, having slept with hin — OD 


. 40. Indian restaurant ; Nicht | 
2h, fCandra soliciting in street ae "  - Day 
46. = and walks towards Charlie's flat . a 
17.°and discovers hin with Cross-eyed Anno ay 
© @3e Candra crying alone in pub 
42. Sandra wandering through alleyways ee ee 
18. Sho tries to telephone her sister - . Night 
" 


19. Sister receives call ; 
25¢ Sandra in pub where Charlie and friends | are a 
playing pool eovee ic am t 


4 . 8 


Thus the 'Dossors! neene had teen lost and all the action neatly ecleaeaned” 
into one day after tho restaurant ecene the night ‘Gators (providing . 
‘scene 23. was taken as a lunch-tine session in the pub).- The tSocial 
worker's! visit to tha cister had been temporarily omitted fron this 
arrongesent, but sinco it was, rolatively free of the narrative it could 
be Ansested in ony of pe] placene "Sandra's! return ‘to his West. 
Indian's flat (nc.20) had also- been left Sat: hovever, and: this ‘could © 

| not be moved about: with such ease cince the producer felt that come 


forn of nettvation was. paled for the actions Hence it WAS cucrested 


that the wall back to the Veat Indian's fat chould be inserted between | 
ccenes 19 and 25° mcs with | scene “23. After discovering "Charlie 
with 'Croco-eyed Amie! in his flat, the girl would then be’ chown 
wandering (nerably) about the alleyways, after which che oventually tries 
“to Souepnone her inter. This desperate eall nave failed, the girl . 
would then be seen orying atone ‘in the pub after which she (presumably) 

. meets the Weat Indian and goes hone with hin (for support). 


‘This arrangerent was judged to work quite well as a narrative, but it’. 
proved to be “untenable because. the walls back to the West ‘Indian's flat 
was a day ecene whereas ‘tha telephone cequence was set at nicht. This. 


vould, have wrecked tho con wotation that everything after the restaurant 


ov3 


scene had happened during the course of one day, and even if this had 
“been sacrificed the change frou day te night and back again was felt 
. to contradict the rhytha which had been built up fron the start of the 


af third part - 'Timo doesn't jump around like that’, the ‘Producer commented. 


The Boat lois problea with this second nerauiatiaa.aes tho loss ‘of the 
scene where: "Sandra! discovers "Charlie! with - 'Cross-eyed anne! in the 
» pubs (oce13)- Thic had originally been the ‘first seat two Setsntons on 
: which the girl had found the couple togethers, and was far nora argrecaive 
on 'Sandra's' behalf. Tho preducer vanted to retain this as a character= 
shite to chow that the cirl did have an acgressive abode, despite the 
‘element of provocation, in tho ccene, and without it the’ second discovery 
of tho eoupls in ‘Charlie's! flat nay have seemed less credible. While 
shooting the second dincovery the actress had argued that she would 
already have suspected that sho would find tho couplo together (because . 
she had found thon together betére) and the scone was played as it 'Santra! 
yas alnoat resigned to the fact that sha had lost 'Charlie's! affection; 


aftor tho initial threats and chouts the girl puts up Little resistances 


"Tf the dincovery in the pub wag removed the second tice * Sandra! finds 


» Neroas-oyed Anne" ‘alone with ‘Charlie’ would idhofaste effoctively 


becotie the first tina as for as the audience was concerned, and the . 
overall feoling of the ccene would then be one a different - = and potentially 
; confusing = context. . . 


Permutation Ainae 


‘In order to retain the first discovery of (Charli! and 'Crosc-eyed Annet 
“together in the pub a new line of thought wag explored which involved 


unine the "Social worker's! visit to the cirl's sinter as a passage~ofatine 


indicator instead of fo piece of parallel action. placing: it after the 
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restaurant scene and before the discovery in the pub tho: producer hoped to 


_dinmply that a certain astount of time had passed between there last two 
scones in which ‘Sandra's relationship with ‘Charlie’ could have had the 


in opportunity to break up. . Two versions of this new idea were then tried - 


out: a ae 
“Version Onc t .. ae 
41. Sandra in Charlie's flint 7a Tay 
10. Indian restaurant = oe Night 
21. Social worker vicita sister = = - - Day . 
436 Sandra discovers Charlie and Crossecyed Anne - , eee 
-in pub -_ Night —. 
eh, Sandra soliciting in a 
42. Che wanders around alleyways - 
4h, (meets) nate in street i ae es 
45. = ond poes home with them = =. 2 an 
4G. andra walks tovarde Charlie's flat a 
17. = and discovers hin with Crozs-oyed Anno (agai . 
Vereton two. ee Dice hee, 
‘41. Sandra in Charlie's flat oe Day 
106 Taiian restaurant ee ke ge a 
- PI, Social worker visits sister ; "Day 
13¢ Sandra discovers Charilio and Cross-eyed 4 Anno 
| in pub - ~ Night 
‘ Bh, Sandra soliciting in the ctrect Pay 


- 46. = che wallts towards Charlie's flat ; 

“497. = and discovers him with Crocs-oyed inne (etn: 
18 Candra tries to telephone her sister wight 
19¢ Sister receives call moe Bey = 

_2@3e Candra crying alone in pub 


Day 
06 Walks baci: to Vest Indian's flint " 


‘Thua in version one “he 'De csera! have pe ea reintroduced, as 3 tho producer 


complained, to act as a sign that the girl is bocinain: to Gacnate upt after 


‘harlio® has initindly left her. In this position the 'Dossers! econe. van 


- glso felt to punctuate the cequence and imply that more tino has. pacsod - 
; eouuean the first and cscs discoveries of ‘Charlie!’ aii ‘Gros seayed Anne! oy 


| toxethor. In the second version tho same idea applies, -excopt that. 


without iis "Dossers! the soliciting scene (sce24) chould then be talon ‘Bp 


occurring during the aay serene scone 1%. 


+ BB 
Both these versions have extended the tincescale guns again, since cither ; | 
arrongenent covers at least three days. This is because both the saver cant 
‘and 'Candra's' first discovery of the esate tocether are night scenes 
wherdas her erying in the pub is ostensibly takinc place in tho daytine. 
| Hence in viecian two San is moving: into a fourth day after the cirl's 

(nicht-tino) telephone call, to her cister, which also means that the — 

| erying in‘ the pub cannot be as a direct result of the failed telephone. 

call (ince it is at. least half a day Inter). 

: Permutation four . . . 
| Tho rossequencing of part threo had oe left in’ abeyance for a fou‘ days 
"while possible cavings vere sought elsowhere in tho filn, but on their 
return to the examination of the lost part of the film the producer and | 
editor decided that 'Radical' would be the word for the day. Radical it. 
“vad, for one of tho main changes to be introduced was'to rovorse the 
order in which the tvo discoveries of the errant couplo were made. ‘One 
| of tho first, nrrangenents in this sot looked like this: 


41. Sondra in Charlie's flat ‘oS Lay 
40. Indian restaurant i Hicht 
2h, Candra soliciting in street ¢ . Day 
16. = che walks back towards Charlie's flat - 
“470 = and discovers hin with Cross-cyed Anne. 7 . 
23. ‘andra alone in pub, cryinc . a 
12. ‘Sandra walking through alleyways ee ESS OM 
21. Cocial- worker visits sister se eos 
/ 20. Sandra and Vest Indian walk towards hie flat | m3 
V3-. Sandra discovers Crogseeyed Anne with Charlie 
in pubs fisht. Nicht 


This eequence estes enabled both discoveries to be nade during the 
“cane day, which then meant that it vould be nore legitinate to start 
“cutting out coma of the scones altogether and thus penuce the sequen nets eine 
- overall running tine, It wan allo felt to be ‘lepitinate to reverse the 


order ef scenes 17 and’ 43 Biace 'Sandrat gt anger in the latter could d thea 


be justified by her previous discovery of the couple at hoses whereas 7 
her resignation at finding them together here could-bo interpreted as 
incredulity or despair with reference to the fact that ' 'Cross-cyed Anno’ 
“had already had on affair with 'sondra's! husband (end was Popentens 
| this treachery with the girl'e new lover). 


~ In cocking mas vuhich could be cafely cut, the producer siieauted 

| cutting straight fron ccene 24 ‘(the ‘social worker's! visit) to scene 3 
(the fight in the pub), tive Losing the walk to the Vest: Indian's flat.. 
. This could be done, he thought, because the "Social vorker" peone Was 
“walt around references ‘to: the girl's increasing degradation, . and the . 
“fight in ‘the pub over 'Charlio! could. ‘then be used to reinforce this Adon, 
The producer piss. cupgested losing scene 2h (t Sandra’ soliciting in the 
streat), but the editor argued that this was an essential scene because. 
‘it provided a "hard cut! from the restaurant and entablished that the 
“gird was walking fron her pitch to ‘Charlie's’, and not. fron the 


-rentaurant to his flats: a. peqnence which would have been very confiicing 


a6 the restaurant was night ond 'Charlio's! flat aks wer: "Charlio’. 
appearing in both scencse — 


Both rien folt that meastidang ought to happen as a direct result of the 
"Pub fight! (e013) before they moved into the next day, and | the suggestion 
was made of bringing back the wy to the West Indian's: flat here to inpute 


the, ‘aden that the girh had soucht help or Beech fron hime. Unfortunately, 


tho problen of day/night continuity applica again since scene 13 vas night 


and pene 20 days. ‘People are ‘Pro-conditioned about nicht and day now'y 


the editor argued, the audience is more sophisticateds | they know exoigh 
about continuity to pick up “incongruous juxtapositions.! at one point . 
tho alitor currected cerapping nost of tho ecenes between the restaurant — 


and the pub oy by recutting the former te end on ‘Charlioto! line: 


‘ . % 7 
om . 


i oy ae 
truck off and leave hoz nlone’ (which he delivers as the Vest Indian tries 
to invite 'Carira! heme with hin). This arcrossive dinlosue could then 

act as a bridce to the agcression of the pub ficht, but in cutting out 


the intervening cceneo one would lost the olorent of cadness in the 


girlts decline. 


As I mentioned above, one of the major probleas was in naintoining a 
balance betwoon the sad decline and the agoression, both of which wero | 
facots of. the real girl's life, ani both of which nooded to bo held in. | 
tension - ono against the other - in-omier to maintain a‘dramatic balance | 
ao a narratives The structure of the filn at thin point could not, 
however’, take the forn of a ciuple cet of opposing events because the 
eggresaive content wan 3 conerally unidinonsional {occurring as discrete 
events). whereas the "sad decline’ was twoedinensional (ocsurring ao a | 
‘result of diccrote events). The other rajor problen was that of edtitadddine 


nicht/day continuity, o nd ono ceend in particular had constantly ronerated _ 


both of these problems. ‘Our concern is how best to cut the cad decling — 


torother vith the Krmonmten facets without having the cad decling . 
arrested by that agcression’, the producer explained at the tine, tand the 
; main ageressive event is the pub ficht,' dec. scene 13. ‘The editor aereads 
‘hat is out of context all the way through each pernutation is the pub 
fight, plus possibly the wall-back to (the Neat Indian's fint). TL you | 
remove these tvo scenes thea it would worke! a 

| The producer did not want to lose the econo if he could possibly help st, 
for epart fren its eorential content it was regarded as one of the better | 
ceenes of the film one techaical levele It was this econo which had been 
ghot without the penuine customers in ‘the pub boing fully ec aware of thy | 
nature of the action, and as a recult it had been considerod to be one of | 


~ the more truly naturalistic scenes. The continuing demands of ss fe Pee 
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reality’ in contradistinction to 'Real reality! which had operated 


_ throughout the resequencing of part three were nevertheless forcing the 
iceue such that one of the near-final perautations, took the following — 


form ; 
41. Samira in Charlie's flat os Day. 
10. Indinn restaurant _ ane Night | 
. oh, Samira soliciting in street —. . : Day 


42. Sandra walking throuch alleyways . . «i a 
212 Social worker visits sister ae 


23 -Sanéra alone in pub crying. 7 8 <9 
(46. = che walks back: to Charlie's Fie 
"49%, += ond discovers him with Cross-eyed Anne ee 

48. Sandra telephone's sister _ . Night 


"9. Sister receives call 
25e  Cardra in pub where Charlie and Sendo are. 


playing rool a "1 

| 265. «they stagrer out of pub i 
272 = into Charlie's flat = te 

a e Drunken parts enne : - : Sih 4 tt 


Were ‘Sandra's! erying in the pub (scene 23) had Sasso ‘fron being a result 

“of her discovery.of ‘Charlie’ and 'Cross-oyed Anne! together te being a 

parallel illustration of the inforeation given in the 'Cocial worker! 

scence In the lntter the dialogue hnd deseribed the girl's downhill path 
SISTER 


Our Candra's cracking up, Mr. ee che really ia. ; 
Living rough, taking thea pills. 


SCOTAL WORKER 


Vhat pills? 


I don't Imov. A friend of mine saw hor the othor bee,’ 
and Candra asked her for come pills. fhe vereina — . 
right bad uny: . filthy dirty, scabs all over her face. - 


‘The cut from this to the ‘Crying in the pub! scene therefore illustrated . 


‘this dinlogue an a generaliced statoment rather than as a particular remlt 


of a lmown incident, which the producer felt helped to extend tho notion 


that ‘life was coins on! beyond the toxte The girl could then appear to | 


leave the pub to walk back to 'Charlio's’ as part of a continuous cequenee . 


| through). 


uneasy about tho construction of part threo. 
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because bhe had, tho producer thought, the sane air of dejection in both 
oe (even though this conjunction had not been specifically planned, 
and the actress was actually wearing different choes in cither scene - 
a discontinuity which the tuo nen felt could be legitimately ‘cheated! 


The rest of the cequence could then proceed according to the | 


o original corink, with 'kandra’ desparately trying to telephone hor cistere oO 
' Instead of going to t 


he Vest Indian's for help after tho failure of the 


‘tphona call, the girl would then be chown endings up at a pub later in 


the evening, 'seciing Licht relicft according to. the editor's theory, 


‘which just hannened to be the pub where ‘Charlie’ and his cronies hod . 
+» (ONO LOO. | 


Both the walk to the West Indian's and the ‘lub ficht’ had therefore been 


nicced out, and both the producer and the editor reluctantly decided 


| that: this arrangenent would probably have to suffice. The latter 
; cvae hei eas remained degnvinced about placing the "Pub crying! scene 
. (80623) after the (Social worker's! visit (s¢.2 1) = "We don't really 


know why che is crying. like that,! he argued, to which the producer 
_ replied: We Te gs | 


‘Actually it doccn't matter if tho audience is intrigued 

" to know why, and in fact that can bo a pood thing; 

‘ you've got to reepect the audience, and besides, people 
will be referring back to the whole substance of the 
film rather than the immediately preceding or succeeding 


cconeS eee you nead to understand the whole filn rather 
than individual bite of it. ; 


Tho finad normitation 


Having decided that re 'Pub- tipht" scene aie —s to. fo (aah dui 
also cave about two minutes in tho tunningetine) tho editor ctill felt — 
_ Then early one norning he | 
cuddenly thought of a possible solution and drove into the studios at 
about half-pant seven to try it out on the Steenbecke. | 
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In nearly every permutation which had been tricd, the ene section which 

had remained undisturbed was the lead up to the stabbing, the event 

itself aml its aftermath. Chis sequence of events had been to conte oxtent. 
- istovadiied by the original, sequence which it rourht to reconstructs 

There had een a drunizon ee involving 2 relatively larce number of 
people, and sone sort of explanation reemed to be required in order to 
gather all these people together in ‘Charlie's! ‘flat prior to tho erapbins 


 dteolf. This explanation vas rooted, in tho fact that the ‘croup had all 


ii _ been together 4n the pub playing pool, from which they had all been 


" pronaturely = ~ and bodily =. ojeated and thus shtivnted to continue tho ve 


rorrynaking elsewhere. Ono.of the features of the ‘'Poolgene! neene 


(c2.25) had beon that ‘Sandra! vas tagcing along with the reat of the 
croup rather than being a welcome member of it, - ‘Charlie! had not paid 
‘pny attention to her (becauce he was notionally with tcrozo-eyed Anno’ by 
that tine) and che had reserted to Pee "Max! and hie © cospanton 


inatetde «| ss ee ' 


The editor nevertheless perceived that: the croup! oy ceaie out of tho pub 
could perform mich the samo function of establiching the motivation ee 
the party and the general mood of. the participants. Tho initinl chota of 
the ‘Eroup, choved thea ina city streot at nicht, ond they were apparently 
drunk (because of their boisterous shouting and stageoring) so it vould 
“be fair to asmute that they had all tecn together in a pub. ‘The ‘Poole! * 
“ecene ‘could thus be released to sorve another purpese, ‘and. its Satine 
subtly changede By placins it aie eorlier in the sequence, before 
‘Charlio'n! relationship with ‘Crocseoyed Anne’ had been establiched, the 
'Poolpane’ seene could then be used to fa) plant, the seeds of 'Sandrat Bt 
break-up with | "Charlic! and. thus male his relaticnship with 'Crona-eyod | 


Anno! nore eredible later (since in the 'Poolgame’ scene 'Charlia! is 
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nore interested in the cane than he io in ‘Sandra’; it 4a only in the 
walls out of the pub that he is definitely chown with 'Croso~cyod Annot de 
Vhen ‘gandra! later discovers the couple torether in ‘Charlie's! fiat | 
her sipitent res ignation and/or submission te the fact would also therefore . 
be mora credible piven that the earlier dincovery of the couple in the 
* "pub (scene 13) had been onitted, Asa night scone, placing the 

“tpoolgane!, before the girl's return to 'Charlic's' could alse bo used .- 
: “ ‘(b) extend the duration ‘between the happy episode at the wontainant | 
- andthe discovery of tho couple torether sone time later, rather than 
the next day as hod been’ the case with some of the permutations = a: 
7 situation which may havo seened less. believable. The fact that the only 
daytime scence between the to nicht scenes (the restaurant and the peolrane) 
would not be that eewine the cirl solicitinc in the ctreots could also 
‘help. to inply. that (c) 'landra! had spent ali day coltedting and that (a). 
oven this ca proved to be ‘unouegensful, since che had not been shown 
with any men and, indeed, WOS- still try 


g to drun up cur stom during the 
. _ poolgane in the evenings. This was felt: to ‘strengthen, the intended 
. connotation :that tho cirl's life was rapidly declining, which seat 
provided a stronger motivation for (e) ‘Sandratat visit to the Woot 


Indian's. flat the next norning. and also = her sal Ca in tho pub at- 
lunchtinos. oe rk? 


: ‘apart, from all this, “the introduction of the character er to ve | 

“stabbed = Max! « at an carlicr point in the film would alco help to - | 
establish _, that "Condrat. know hin prior to the party... On a point of 7 

dromntic structure "ax! would not therefore look as if he had nivaiy 

_ ‘been imported into the narrative in order to bo killed, ‘since his first 
appearance would now be. towards the borinnine of part three instead of 


_tovards tho end; and ona point of authenticity the original girl had 
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Imown the man whom che stabbed prior to tho imiediate events which led up 
to that attack. 


The ‘cheating! of tho weitere of scene 25 in this way evens to be the 
coy for which the producer and editor had been looking. The sequencing 
of part three ws now deesied to 'work', and scenes like the 'Dossera’ end 
the girl's first discovery of the couple in the pub et ae becorie . 

- pedundant cuch that the overall running-tine could be redueed to just. 


* under & ninutes (or about 14 ninutes overlencth). 
FINAL of 


Vorking within the constraint of ‘the tino-nlot and according to the 


‘precepts of 'Filn roolity! ‘ the producer and his editor had patinficd 
theaselves that DUTY now existed as a logical sequence of events. As 
tho material had boon modified throuch the process of editing it had 
becona less ofa reproduction of fact but more of a distillation of 


truth insofar as the syste. of representation which had been used to 
structuro ard form the material had produced a true model of the | 
producer's intentions = despite and because of those modifications. Dy 
the bogimiing of August the filn consequently existed as a ‘Roupheut* and 


the producer was ready to start chowing it to different people. ‘Thesa 


people included tho prenucer!s wife, the department's ‘executive producer 


andi the controller; the upttes: casting director and the main actress, 


of whoa nore in a moment. Cno or two ‘outsiders! also caw the fila: 


at this otaro, including exotlion editor and a pansavcles from a adftorent 
‘television company who was doing eerie backcpround work on a proposed 


docunentary about the mains of programmes like DUMIY ond (ke let alip) tho. 


producer's responsibility in co doins. ‘The reason for Rontioning the 


“Latter in that this researcher was the first person to coe the filn colds 
that is, without any real iden of ito content, co that viewing was a. 


fF eignificant test as far as the producer vas concornod. Even in its - ‘3 
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unfiniched state the filn fenmeened thic resoarcher, but most 
interestingly he accuted that it had finiehed at the end of part ono — 
and was quite surprised that there was another two reels to poe He ~ 
was not perhaps as surprised as the producer and the editor at this 
occurrence, althourh part one is an entity in itself inscfar as it tells 
the story of a youns deaf girl's (successful) struggle acainst nisfortune . 
in winning the heart of the personable youn; middle-class boys There . 
vould, be less chance of mal:ing thia mistake during the tranmicaion of | 


the fila because the first tvo parts would end with a caption caying, : 


‘End of part one’ or ‘End of part tvo', and the producer subsequently _ 
decided to open the last tvo parto with captions repeating the fila's - 
title (i.e. 'Dumy = part tuo! and Dumy = port three!), * a 


Cn ceoing the roucheut the casting director had this to pay? 


Excellent; but heavy coinge There wore certain scenes -~ 
where = oven though I'd read it - I couldn't look at it, | 
The motel bit is awful (i.e. the content, not the 
production), that's the bit you romombor essese it was 
. absorbing, and the performances were very food: (the 
main actress) was unbb.ievable (ieee 'astonichinst), 
You have to forgive the age bit at the bocinnine, but 
“you can't have it all ways, and as a first impression Booka 
. I don't havo ony real criticimis es. I would have to seg 
-4% again to got any proper objective feclings about it | 


Cnoe of the seasons for tho casting director's desiro to sco the fin for 
_ recond tine was that che van watching it with a cpecific PUrpose dn - 
| minds | to vori out the omer of actora! credits, co ahe was not mage 
', it puroly as on objective vievore Cho did, however, connider that tho 


filn had maintained the producer's intention viswa-vis tho script, hich oe 

was & view chared by the writer hinsolf after his viewing of the Pouchcut: ? 

I think it's achieved olnost everything that (the Producer) | 
and I cet out to achieve, and it's terribly rare for thay 

. to happen eee I think it's got the decline and the Teclin. 
of the character together with keeping the sympathy for th 
cirl. 411 the things that I cherished ere theres 
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Given the research which the writer and producor had undertaken in Bradford 
With the original fantly, the former considered that the film had proved 
to be ‘An astonishinply faithful roprecontation} it is very near, as near 
ao you can pet to malding concone's life into a film.’ He did not consider 
that there had been any drastic chanres fron the original ceript, and 
felt that scenes such as the opening sequence (hero the location had 
beon establiched) and events cuch as ‘Sandratst neoting with the 'Dossars! | 
did ee the film by their absence. Al in all, ths sent bag wos 
nest afraid that the film would escape the critical oeeane watch ho. 
felt it desorved, especially in view of tke fact that the pus had brn: 
| running ans repeats of classic plays like UP TE: JUNCTION an part of 
their annivdrsary celebrations. ‘People night have been icant (by : i 
‘these prograzies) by the tine DUMMY is shown}! he pointed out, ‘and I hope _ 
they don't miss sist I think is an astonishing Jobe! | | 


The main actress's reaction after her first viewing was nore reserved. 

- She felt ‘disappointed’. with her own porformance, which ~ far fron elie: 

false nodesty « is a reflection of the difficulty of beings objective 

about a aunracten one has played; especially in view of the actress's 

continuous involvement during hor research period and throughout tho | 

. ghoote- 'I don't think the film chovs the effort which actually vent into. 
' making 4t,' che comonted, teithouch ‘ cupposo it shouldn't if it's good. 

Apart: from herself che thourht the acting was excellent, but vas initially | 

' quite alarmed by somo of the changes which had occurred during the | 
oditingg PS ne Sey. Heke 

* hen #ent ese -ehn Pack ears it is I had a bit 

of a chock, sinco I thoucht they had rojected the whole 

of the rest of that sequence, but when I renlised what had 

been done I vas quite impressed. Also the fleckback 


(in the stabbing cequence) works very well; I hadn't - 
- fully understood (the producer's) intentions at that 


Pr sae 


| gtage, but I can see that it works now, and the psychological 
unfolding of the character works better than I'd feared = = 
also the humour, although the blood ian't very good sometimes. — 


with reference to the flashback in the stabbing scene, the producer had — 


commented on another occasion? 


I knew that I had that flashback up my sleeve if I had to 
uee it, and that's why I had (the actress) slide along the ~~. 
wall like that at the time. I'd worked this out with her, but 
had not discussed it with the editor. People on the shoot _ 
didn't always undorstand how you can cut a selection of shots - 

’ down and re-order them so that you can get the same bit of 
information across. I knew I had various options; I could 
have started the film with the girl asa twolve-yoareold 
for instance, or started with the murder and worked backwards. | 
People you are working with don't always understand that, s0 
they get anxious if they see a certain bit is missing, or only 
half-covered « I take these options for granted because of - 

_ my experience in the cutting rooa, where it's all a question 

‘ of balance. If tho film works it's because of the balance; 

a eet of balances between being too sentimental and too hard 
on the girl « you have to work out a Walance for the character, 
the editing and the film to make it acceptable. Once you've 
reached that degree of acceptance you can then start t4 expand © 
people's horizons. I've learned a lot about rhythm and so on 
froma making commercials, and on old advertising trick is that 
you can't give people all tho information immediately, so you 
give thea a basis upon which they can build the new information, 


. Recdp table might be a better word to use, because by ‘acceptable’ the producer 
did not mean that he was trying to make different characters conforn to 
particular norma; only the mode of their descriptions needed to do this in » 
“order that new information could be eythantond fron a series of balanced 
“dichotomies. Within all the constraints eurrounding the planning, shooting 

and editing of the film this balance had therefore been nought in order to 

make the film receptable as a communicative artifact. The producer had, 

in other words, tried to encode the information in such a way that it was 
‘possible to decode it in an equivalent form which could, and did, mean that 
mich of the original content was modified or lost altogether. ‘The sheer 

weight of naterial in the original peript had been a general bete noir 
“throughout the shooting and editing and a good deal of thia had inevitably 


fallen by the wayside, Hindsight nevertheless reveals the curious 

paradox that the results of eight dayat shooting bad been lost during 
' the editing; eight days which the producer had badly needed during the 
_ very tight shooting~achedule. 


|‘ Bitles | 

Titles and captions can be used as part of the ‘fine-tuning? of a fins 
recoptability to denote precise pleces of information. They are mot part 7 
of the narrative, but refer to it in the seme way as a voice-over narrator. 

- signposts particular directions, As non-naturalistic devices they were 

kept to a mininum in DUMMY, but the producer considered that three . 

captions were necessary in addition to the ‘ttle dteclf end the credits. | 


The first of these was worded as follows: 


THIS IS A TRUE OTORY 
: JME EVENTS TOOK PLACE BEIVEEN-1950 and 1975 


x 


- This was paeclonien upon the speak shots of the funcrel after 55 seconds 
and was followed by another caption oaying "1950" over the next scene of 
7 ‘Mother’ waiting in the hospital corridor. This therefore established the 
: period for the firct fow ocenos after the funeral (which wes a flash. | 
_ forward to 1971) end the osoumption ought then to have been that the filn 
"progressed at varying rates through to 1975 at the end. Here a ce 
‘ “caption was usedy which in its final form saids 


AFTER A TIE OF TNPRISOMET SANDRA RETUNNED nD 
SHE IS AT PRESENT UNEMPLOYED 


wis wos s eefnsee upon the closing shot of the tenement equarey t 
seconds after the police car haa left the frame. Both the executive 


producer and the controller had wanted to inelude such a statement, ang _ on 


argued that it could even be longer since they had both taken the film "very 
eeriously! ¢ according to the Bpoeneee ae aa it with programmes kee 


GALE IS DEAD and, inevitably, CATHY COME HOME, They had not wanted to 
"throw away’ the programe by failing to reinforce the fact that it was | 
a true story, and as I mantioued above (pe ) there was also an sienant . 
of self-protection in using the caption to disclaim the responsibility : 

‘of having simply made up the pes in general, or of including epabentous 
violence in particular (since there had been ‘4 argument that the 

violence was not gratuitous because it was a reproduction of fact}. The 


producer himself wanted to include such a caption too, providing that it , 
vas fairly brief: _ | | 


I particularly wanted to put a note in at the end 

in this (the final) form) because, first of all, 

I don't want to give away too much more information; 

I want people to ask ‘How long did she get?’ and so one 
I don't want to wrap it tooconclusively and in that 
form the statement is very open-ended and full of 
innuendo eeee I like that last shot anyway; it's so. 
empty. What's good about that shot is that it isa 
thinking shot which gives a bit of air. When the 
police car goes-l'd like to leave that shot for a 
little while before bringing in the credits, so that 
when the caption explaining about the story comes up 
it really does make the whole thing very, very serious, 
Then we'll roll our captions (ise. the credits) up 
without imposing ourselves on it, as if to say that. 
‘we are secondary to the idea’. 


At one point the producerhad toyed with the idea of not having this caption 
at all in order to leave the film even more open-ended, and the idea of 
having’a half-hour panel discussion after the programme had Blso been 
‘mooted to enable a studio audience to put questions to the programme- 
makers in response to its deliberate inconclusivitys The producer admitted 
that this idea would be good for his own eapeart 'A whole evening of met!, 
but it would also overstate the case, he felt, and would have been Nery ‘ 
' @ifficult to oieanlce in terms of the network. One of his previous films 
had deliberately. been left open in this way, but the producer explained 
ah with DUMMY a ane caption was more necessary?» 
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I left NII in the air, but what this caption does is to 
renind you that it is a true story; it resinds you — 
that everything that you have seen haa:been true. It | 
means that the girl has been in joily that she's out and 
‘nothing in poing to be done for her; in fact che could 
probably be back on the came again. 


The content and forn of the min title and credits had also been the 


, , mbject of discussions between the aes a staff titles designer and _ 
| the casting directors . 


Both (the editor) and I agree that it should be tek simple. - 
I don't want the titles to impose upon the fin and they 
will bo laid over action anyways Tho titles man and myself 
have agreed that 'Diomy! in a fatesounding word, though, 
oo it will £121 a large part of the cereen but it will 
appoar as a coft cuts I won't bang 4¢ in as you would if. 
the film was called 'Censored' or 'Fire', for instance, 
I want to case it on and off ovdr what is after all a 
gravoyard scenes We argued whethor to have tho titles in _ 
yollow or white ond agreed upon the latter. Tho title 
*4950' will have something of tho style of tho period in its. 
“Lettering, ant I will. uso a roller caption for the end : 
credits sinco there ere a lot of then and it would aoimply 
taka too long to fade one in and fade out to another. (tho 
canting director) helped thore, and wo have givon (the main 
actress) a full credit on her own, then there aro the three 
~ children and then a ‘with’ followed by about ten actors _ 
whon I thought played eenlor parts, but I'm not saying which 
parte they playod. I'd like to have identified thea but we 
haven't pot the tines that's a hard decision to make and 
it's unfortunate. Next there is an ‘and! followed by the 
emallor parto. (The casting director) and (tho P.A.) are 
both getting credits which is tmusual. Sound and camera 
assistants con't usually cet credits either, but I'm giving 


then one in emller typefaces with the cameraman and 
woundnane 


thease decicions had been taken during the middle of August, and it wan also 
at this tine that the producer started to work out some initial plans for - 

| publicising the programe. I would, howevers like to deal with the 
publicity under a separate section (seep. ), and the controller's 
recomsendation to make three cuts in the filn, which Sacieees at this tine | 
too, has already been dincusned above (pp. ), I will therefore nove on: 
to the Jast major phase in the socateurtion of mes vhich was the Supping | 
of the soundtrack. 


- 
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Dubbing | . 
There had been a final cutting meeting following tho recoval of the 
cengored pcenes on Soptenber 11th to ensure that the visual elencnts of 
the film all fitted tocether ina fixed ant final form. There then 
followed a period of ‘track laying’, a mechanical process carriod out by 
the editor in which ald the ooundtrack vas fitted in level cynchronisation - 
with the oppropriate pictures end Linked with rolated tracks cuch os 
trafficenolee or 'roontene', ALL tho separate tracks then had to be | 
dubbed Scpether, or blended to form just one continuous roundtrack. | 
‘Saving been nsked about his propositions for the dub, tho producer 
roplied thats | 

At every eiaes in the film there are pomrren rope to 

add to it or to detract from it. You must alimys add 

to it. The cimple ancvor ia that I intend to mako the ~~ - 

film better in the dub. I can even up the cound to cet 


the balance that I want, and sometines I can uso effocts, . 


i the purpose = to improve it; to make it into a 
f filn. 


" DUMNY was dubbed in on independent dubbing theatre dn Oxford Street in. 
‘two and a half days at the beginning of October. Since the hire rate wag 
£32/hour time was of the essence once again, 80 the "pre-mix' of the 


dialogue and effects tracks vas carried out within the first two days and 
the ‘final nix' completed in just one norninge | 


people involved in this process were the producer, the editor ae 
functioned an the dubbing editor here), his assistant, the thentret, 
director (who functioned as dubbing nixer) and his assistant. . ‘The sivas 
mixer was probably one of the best-known technicians in the buainoss, 
having worked on a vost number of productions for both the BBC any ry 
as well as tany independent productions (even including the PADD yo} ‘BEAR 7 
aninated peries). the theatre itself was & eet darkened room equipped 
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with comfy evivel chaira so that it could double as a preview theatre 

when nocessarye ‘These chairs faced a 4" x 5" screen below which was an 
iiuainated footage display fron which the exct position of any neotion . 
of tha film could be read at any point, and on either side of thio were 
two monitor speakers. At the back of tha room was an ingulatod voico= 
over booth, in which a narrator or commentator could net and record 

speech while eynchronicing this with the fla witch could be soon through 
a double-glazed window, In front of this was tho control desis, from whieh 
the mixer could control the projector and the sound desks which were 

housed in o separate room behind the theatre itself This ‘service | 
room’ contained a bonk of 16cm sound stock players on which all the . 
separate tracks could be laid to be mixod together through the front dock, — 
plus e muber of effects systens such an continuous loop players. In tho 
theatre, next to the control desi, stood two record decks which could be 
used to play standard library recordings such as traffic noise oy birdsonge 


The track-laying process had provided ‘the mixer with a series of solected 
but traw! tracks which could not be mixod together according to a nusber | 
of different requirements. As the sound-recordist had explained, hia jod 
| had been to provide recordings of a uniforaly high quality, Beparated on - 
clearly as possible from one another to provide the maxdzun scope for 
their manipulation together during the dub. ‘These tracks could now a —_ 

fated in and outy adjusted for gain, ‘brightened! or 'eoftened! to help 
lend perspective and depth to the visual image, or they could be mixed with 
effects tracks to provide atmosphere or to identify particular pleces of 
information. The peneral pattern of tho process was to view a section of 


the film, rewind it (at running opeed) and then add or subtract tracks and 


“modify them as needs be. Normally about seven tracks would be involved in = 


any one section, of which three of these ripht be dialogues The first day — 
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was primarily concerned with dialogue, and the next few paragrephs trace 
come of the decision-making which occurred during ite manipulations 


Although the producer would ultinately be ‘aves tho benefit of the doubt, 
the decision-making during the dubbing process vas characterized byan 
exchange of views based upon perceptions of a rango of different roquirenents, s 
For example, the film opens on "Hother's! funeral, ‘into which is cut what 

| te then a flashback to 'Sandra 2! learning specch-sounds with her mothers 

On eabueaine to the funeral, tho clergynan's speech originally came in 

— Hhard'; chiefly decauso ho had just started a new pentenco, and the - 
producer thought about retaining this as a direct contrast to the young 
girl's coft spocch=counds in order to exphasise her deafness. The mixer 
nevertheless felt that tho cudden increase in sound produced on unnecessarily. 
heavy jolt in the soundtrack and suggested that the clerpynan's speech | 

ghould be faded back: in rather than cut back in ‘hard’, ‘Tho producer agreod 
‘to thin as a volid ‘povotwith respect to the aesthetic form of the film, | 
even though much a tate is otrictly non-naturalistic. By contrast, in tho 
Bane funeral, scene the elergynen is soon reading tha service in both close 
ond longahots, end here the cound-lovel was adjusted dasbetins ta a Sutgeneat 
of logic insofar as the epeech waa reduced in volume for tho longshot | 


to lend ‘perpectaye in ak aia to tho neperent distance of the cubject | 
from tha camera, a bn ‘ 


Conetines the sound could be altered in order to transfer Ze | 
piece of infornation irrespective of the original content. Where the young 
girl ia being taught opecch=axercises at school, for example, the. teacher 
rofera to her by nano (thus establishing the name 'Sanira’ for the first 
tine), but the word "tree! which the toacher is tivine to get the child to 
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repeat tended to bo harder ond clearer than the girs nase, Bo the ‘treble 
troquencies in the latter were boosted and those in tho former ‘reduced in 
‘order to roversa the original emphasis and to focus an audience's attontion 
upon the nore | Anportant pioce of information. 


Ana oes rulo the producer tried to provide a contrast in’ the ae 
tracks of each scene as well as their visual content uch that : 
information could be extracted by comparison with juxtaposed data, but 
dubbing can also be used to provide important connectives between ecenaad 
Farly in the fila ‘contra 1" 4a shown at school folloved by a ccoze of her 
‘at home where cho fails to rcact to the sound of a jus brealcing on the | 
floore Here sono "Ooooh-ooh! noises which the child had been naling in 
' the first scone were redubbed on to tho second in order to reinforce tha 
‘idea that it waa tho como child in addition to eatablishing that she was 
happily occupying hersolf on the floor ao miotuar’ prepares the tene 


In this second scene tho edie wanted the sound of the jug crashing to 

the floor to be fairly dramatic on contrast to tho child'a non-reaction, 

but the sound of Mothert laying the table had originally been almost as. 

Loud and ‘bright’ as the crash itself. The sound of the crash was therefore 

taken from a different, brighter track than that which had originally ~ 

accompentod the visuals, and the sound of the knives and forks being : 
arranged was taken down proportionately. | | 


Dubbing can also eradicate discontinuities in the soundtrack. In the 
econo vhero "Zandra 2! io being taught how to cay her own name at school 

. the roomtone on the wideshot was of a slightly different tone to that on 
tho close-up althourch it chould have been constant because the move to the 
close-up Was on arbitrary rather than a motivational sign. Such a 
ddecontinulty can be renoved by either artificially extending one or the 
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tracka via a loop to cover both chots, or by running ono of the tracks” 
through a prophic equaliser until it sounds the somo as the other. 
Digcontimuities can also bo deliberately introduced in omer to simnify ; 
a change of perspective, mood or tino. Detween the scene showings "Sandra 2! - 
being taught speech excreises at home and the following scene of "Sandra 3! 
at school (where che is punished for using oi gn-language) thero was 


notionally a cix-yoar tine-pap. ‘Tho producer therefore proposed that the ~~ 


dinlocue in the second scene should cone in hard, without, that is, 
fading in gradually, and this could thea help to inpute the idoa that a 


timo-Jusp had occurred an a recult of an obvious discontinuity in both 
tho visuals and the cound. 


To enhance this St tations the codes had also thought, of fpeezins the 
‘Yast few frames of the provious sceno such that it ascuned the status of - 
@ still photograph and eonething of a photograph's connotation in being 
_ - @ recording of "things past! or a mexorye It was felt that this idea 

- could help to eignal the tine-leap, but it was: eventually rojected on 
| the Grounda that "Condra 2° did not move very muck anyway towards the 
end of the ecene cuch that a frozen frame would lose much of its impact 
(pluo such an artitrary device could have run counter to the naturalistic 
intent at this points. The idea of coming in hard on tho second ecene 
was also felt to be {egitinate given the fact that tho preceding scene 
hod alco had ite mundtrack cut without the use of o fades _ Putting two puch 
Yhord! cuts together vould perhaps have had the effect af ‘LUnkine the two oe 
scenes more strongly than vas desired, so the soundtrack of the outgoing 
scene was eventually softened towards its conclusion ~ not for its ovn 
sake, but in relation to the incoming scene. | 


Because of the vay in witch the tracks had ‘bees leid downy al the ala 
tracking shots of ‘Sandra 4! racing in the ewinning baths dndtialty, 


appeared without any soundtrack at all. ‘This could casily be overloid by” 
taking a track off the master, but as it happened the lact of sound over 
the ‘close-ups actually seamed to be rather effective to the producer | 

and the editor since this could indicate the girl's own point of view 

es a deaf awimmer. A recent BRASS TACKS fron the BBC has used a similar 
effect ina film ahout deaf people = the producer of which was a friend 

of DUNMY's producer « but in this programme the effect was used several - 
times; arguably reducing its impact. Since there were several close-ups : 
of "Sandra! swimming the producer felt that any deliberate cound-loss ought 
ta apply to cither all of these close-ups or to none of then for the sake 
of consistency. If, as in the BRASS TACKS film, the sound wan lost 

on all of the close-ups the effect might be diminshed, or it might even 


begin to look contrived, so eventually it was decided not to use the _— | 
effect at all in this instance, 


One probed which could not easily be resolved in tho dubbing of part one 
«of the fin concerned the dancing scene, where 'fandra 3° is shes jotitne: 
in with her mother and eiotor to dance to a recom at home. Like the 
‘atrip! ecene in part two, the record was on the original dialogue tracks 
for this pcene nince the three vonen needed to be able to synchronise. 
their movenents with the Bong. When it came to dubbing this scene, the : : 
record seemed to be too loud in comparison with the dielomue for the 
_preducer, but if the voluze of the record was ‘reduced this vould also. 


take down the dinlorcue with it, so dn this case the nixer simply had to. 
provide a compromices 


In nixing the dialogue for part two tho producer was more concerned vith 
manipulating tracks for specific effects than he had been for port, one. 

In the 'ccarring? ecene, for ezanple, he wanted tho sound-lovel to build 
up as the ee pee rore intense to enhance the action aie ond 6 a. 
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piniter train of thoucsht operated dn dubbing the scene whore teondrat 
brings the petty criminal Pris shone and eubsoqueatly fights with her | 
mothers In both cases the gain was dinereaped: slightly as tho ecenes . 
re progrecsed, but by contrast the sound could also be reduced in yoluzg in 

~ order to play dova partienlor ections. Where 'Ian' is cobbing in the | 
hoapital after the ecarring incident, for instance, the producer felt 

that the action was ‘over the top', and whore the come character 4s 

being pick after his return fron the pop, group's ‘perforsancey the 

producer conaidered that his first retch was believable, but not ‘the. 
weconde in both cases the overall effect. of tho visuals was concoquently 
Seduced by holding down the soundtracks — 


. There are various conventional ways. of hontling toleptions ‘convereations 
on fil. ‘Viewally they ‘can _ chot as cingle scenes, uhere only one of | 
tha two people involved appearay indicating the content of the other end 7 
| of the conversation through mich dinlogue an "What's that ‘you cay? - ‘He's | 
eoning round to see ce tonight?" Splitecereens have hoen ued, or 
intercute botweon cither characters In the sister's call to "Ian' to ves | 
out vhy ho had not been ‘round to seo his erstuhile girlfriend he does not 
appear, partly because’ tha cceno already includes on Antercut to. 'Sandrat 
herself as the subject of the conversation. (Tan's! half of tho dinlogue 
had nevertheless been rocordod. ago wildtrack, and thin was incorted into 
the scene during: the dub after being scrambled to maka it bound more 


authentic fron tho nioter' n point of views It was not, however, ecsential: 


_ for the audience to bear what the boy was caying, co to make it more | 
yealistic hin conversation was held right dow euch that it was only - 
Barely audible. The editor in fact arpued that one should not be ablo to - 
hear the boy's voice: at all during the intereut! to "fanira! otanding by . - 
the window because of 2 space/tine distortion, end there wis a lengthy 
Steeueeree: over whother to remove the oe dialogue eens Tn the 
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end the dialogue was rotained, but wan almost completely drowned by some 


overdubbed traffic noico} a compromise which both tho editor and producer 
considered to have worked beat of all. 


Occasionally, dialogue tracks can have cuts or jutpe which cannot be 
properly covered with fadea or additional tracks. ‘This happened during 
the pub scene where ‘Sandra! first neats hii; the petty crininal, 


co here a visual cut to a beer tap was introduced to cover acut inthe . 


‘dialogue (a shot which had actually been taken in a completely different 


pub). .Such an interrelaticnship” between: sound and: visuals on a structural 


level was alco ovident ina cceno like the cister's visit to ‘Sandra’ in 
the maternity hospital, vere the sowwlelovel was dropped at the 
beginning in order to de-caphacise the relatively unimportant opening - 
‘conversation and foresround the main dialogua. Sintlarly, the cound- 
track on the preceding scene chowing 'Phil' being taken away in a police 
cor was brought up a little 4n order to ‘compensate for the rather boring 
-vimuals! as the editor put ite | 


One of the roasons why the mound of the police car could be increased in 
this way was thst thoro wore no other tracks involved, and there were no 
probless with fluctuating cignals. ‘There had, however, been problous with 
tho signal whilot filning the 'Storilization' scene (where a consultaat 
“recommenda that "andra! chould be sterilised) because tho transaiseion 
fron the actora’ rradfo-ailes had fallen off as they disappeared around a, 
cornare During the dub the producer had wanted to increase the voluze — 


- slightly as the actors discussed signing soe forne in order to eaphasice . 


the machinations of bureaucracy involved, but none of the available 
dialogue tracks could havo copedewith this because the gain had already 
been increased to coupennate for the fall-off of the original eignale In 


increasing the gain in this way the overlaid statuc had also been 
‘increased, and would have reached an unacceptable level had the lines 
concerning the forms been brought up any further. The producer's 
intention to-emphasise this particular section of the dialogue was 
therefore thwarted by a purely technical constraint. — 


The need to adhere to rules of perspective can also constrain i eertabae,. 
In the scene where the girl's husband arranges her business with the © _ 
‘Shabby man’ the producer originally wanted to foreground the two men's 
conversation by increasing its level beyond that originally recordede The - 
detached, businesslike dialogue was felt to be important as it totally 
““‘dgnored any feelings which ‘Sandra! nay have had about the situation, but : 
‘thie ‘section of the scene "had been chot with ‘Sandra’ and 'Cross-eyed Anne’ 
in the foreground, so in order to maintain the perspective the two men's ~— | 
conversation had to ‘remain relatively quiet. In the same scene, where 

: Sandra! and the ‘Shabby man! return from the alleyway ‘pack to the pub, 
‘there had originally been a eudden noise from the tateyior which the mixer 


argued should be lost. There was some discussion over this because the 


mixer felt that such a sudden increase in sound would be dintracting, 
and perhaps even unprofessional, but the producer argued that there 

had: been a sudden decrease in eound as tho couple left the pub,” ‘and that 
‘this ought to be balanced by a correlative increase on their eaturnt 


plus ‘the shock as they come back in helps to emphasise the sordidity 


and will contrast with the funeral.' The funeral was the next scene, and 
its overall sound-level was reduced in comparison with its eas at 

‘the beginning of the film because, the producer argued, it was now part | 

of the narrative rather than an introductory sequence. The following ime 


of 'Sandra’ by herself in a cafe was also dubbed at a lower level then: 
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recordod ‘to eaphastro her reflectivoness’ and to contrast with the 
ensuing action where cho fights with her husband and 'Cross-eyod Anno’. 
In discucsing the uce of cound in terns of perspective, the producer, | 
oditor and mixer alno had to take account of different choractora! 


 . points of view. For oxanple, din the scena where *Sondra’ is being 


attacked by her hucband ‘with a raccr-the comera uns placed outcide the 
roca to cover the girl's exit and flight down the ntalrse Her corcans, - 
vnich had beoa reconiod inoide tho room, chould then have beoa dubbed 
 gofter than recorded to provide tho correct perspective. ‘Tho mixers 
ice ‘pointed cut that tho screams vould still have to be loud . 

enough to attract the attention of the tonont at tho foot of the stairs, 
co the eound-level was kept quite highy high cnouch to nerve as tho 
tenant's PeQeVe as apposed to that of tho audiences 


In the scene where ‘Sandra! dincovers ‘Charlie! with 'Croso-oyed pee 
his lodgings thoy had beon watching telovision, and the coundtrack of the 
fila being chown had cubsoquently proved to be quite pertinent. At a | 
stage in DUMMY where 'candrat had reached a very low obb, one of tho 
charactors in the tolovicol film aoked: ‘Why do you dislike me?" to which 
enothor character roplies: 'You'ra rich, and spoilt and boantiful.'. 
contrast botwoen this dialogue and *fanira’s’ situation interested the 
producer, and ha tanted his audience to be able to catch this match of 
dialoguo without having their attention diverted fron the central action. 
In ‘order to achieve this the tolevinion's mundtracls vas kept hich enough 
for an audience to hear the spproprinto linea, end was then "cheated? 
down on ‘Sandra's! entrance to divert the attention to ba "roa! action. 
Then after "Charlie! ond 'Crossepycd Anne! had loft the roca ‘tho telovision's 
pound was lost alrost conpletely cuch that oll tho attention could bo 
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focussed upon the girl crying on the bed. Theorotically, the television's | 
sound ehould have remained constant throughcut, since no-one ig ceen 
adjuating the volimo, but cuch a "Cheat! was folt to be legitinate in 

. the edreunstancese . | 


Cne last asian of the kind of Seis whieh sdeieet during the . 
: dubbing of the dialocue tracks concerns Niextat 1ino after ho hao been | 
stabbed, where he mys: ‘Bloody tell} Sho" o ‘atabbed use' ‘Tho line had 
originally been included in order to reinforce the fact that ho had been 

» gtabbod (which may not have been totally clear given the deliberate 
confusion of the action itself) but the producer vanted the line to be 
held down to save it frou becoaing too obviLouce The Line was not lost 

" pltogether because, as the producer explained: | ‘People with black ane 
‘white sets may not have pot as much informtion out of the stabbing as 

- colour Set and tho dialogue reinforces vhat has happenode! 


Tn the sense in which I an using the tera here 'effecta! ara trackn which 
are added to tho existing soundtrack frou the dubbing studio's stock - 

of library recordings; they are not, in other words, tracks which co 
~ recorded during tho choot. Cna such effecta track was used for the sound 
‘of tho ‘Neat man's! cariaa it drove away from the motel. The car which 
“had actually been used had been on automatic, and the cound which it made. 
had in fact sounded rather detached fron the action so a library secendinn”. 
- "of a mamual car was dubbed in instead. fintlarly, the scene vhere ‘contrast 
siater telephones "Ian! had ‘been shot in a quiet backstrect, but the 
| producer wanted his audience to be able to me the connotation that the 
sister had hod to wall sono distance to tho "phone box which could thug - : 
inply that not only did the fanily not have their om telephone, but that 


the noarest ono was some distance awoye In order to drav this container . ’ 

. between the streot uhore the girls lived and that in which the telephone oo 
box was oltuated, case traffic noico frou an offects record wan therefore | | 

_ dubbed over the existing tracks. The first effects track which was. 
tried here contained coue fairly sustained traffic noines, and the 
producer commented that thio ‘makes it lool: like a studio shot'. A tracl: - | 
wag consequently sought which would help to imply that the telephone box 
vas ina ctroot rather than a busy road, ena eventually the producer 
decided on ono vhich contained a motorbike and tho cound of just ono car | 
passing bye By contrast, tho intercut to 'candrat standing by the window 
in her house vas overdubbed with tho cound of sone children playing 
outside puch that the difference between the tvo otroots would be Swinus, 

- plus, as the producer ventures, 'It stops her boing quite fore) inolatody 
eho in looking out of the window at reality nove! | | 


Effects can be used to cover faults or dincropancios in tho dinlogue tracks 
ao well. os operating as discrote Gimse A good exazplo of this is the 
dubbing of a polico siren over a section of the scene prior to the dienseiind 
porty ond tho stabbing. Hore the group of druntis had been staggering _ 
inck to: "Charlie's! Yodgings ant "Crono-eyed Anne’ had indulged in a 
Jaccivious laush vhich the producer felt was out of contoxte The ovor~ 
dubbing of the police. adron wan therefore used to nasi this Lough as woll 7 
an dndicating "the tines wo ere living in and the cort of district thie — 
in,’ as tho Hroeucar oxplainod. | 


Other effecta introduced included the inicaeivesta intercon comversation - 
as he leavon ‘Sandra’ at the West Indian’ flat after tho stabbing - 
(a conversation which had not been recorded at the tine bocaure of tho 
absence of tho cai actor). The tyres of tho: car which nearly rim, 
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into. "Hax! as he otusbles into the nain read after being atabbed wero , 
made to equoal, and the thumps cade by the radintor-cover on the "Heat mant —* 
beats ‘Sandra in the netel were both added fron stock recordings (the 
pound of the girl's head boing hit against the wall in the sane ocene had 
been achteved at the tine by the astor playing the ‘Neat man' banging his 
mee against it). . 


quo effects tracks wire rocorded specially in the dubbing thoatro. The 

firat of those was the radio broadcast of the football pools resulta | 

- which would be dubbed into the scone near tho beginning of the film where 
_. ‘the young "antra! 4a being harassed by her fathor. For this tho producer . 
had tracked down a conuine reculto-reader, and had booked hin to read 

through a list of results which had been checked with tho Football 
Acoocintion for authenticity (sive the periods 1952). Tho reader cpent ‘< 
about halfean-hour reading through the list in the dubbing theatre's voice= | 
over booth, for which he was paid about £40, end the recording was then 
dubbed into the acne through o scranblor to make it sound like an old | 
radio sot. ‘The cocond effect recorded during tho dub was the nound of 

tho Detective Chief Inspector's pon ceratching on his. pad ao he wrote out 

tho caution: right at tho end of tho film, and this was achioved by recording 
the sound of a fibro-tip pen in the volec-over booth as’ ‘the urdter 
gynchronised hio-moveneats with the vicuale on tho display screen. - 

' Tho final nix . . . a . 

iaving spent two days on the: "pre-niz', the various sections of munic 
could now bo added} starting with part two, the most conplox reel of the 
‘giln. Part two opens with 'Ian'at pop group performing 4n a club and here . 
the producer doliberately brought the music in as a hard cut in contraat | 
to the silence of the "Fart two! captions Such ‘a cut could help to ‘sply 


that the group had been on stage for sone time, and that the point at 
which the scone had opened had beon chosen ‘at randoa'. ‘The misio 
© eould therefore provide a hoot to draw the audience back into the film 


--"Aeter the cocmercial breal without interrupting an anterior narrative} 


that is to say a continuous world of treal reality! ‘being connoted by the ; 


film. The peparate tracks containing the coneral. hubbub of conversation 
‘ were, however, faded in gradually here euch that the popegroup would be 


established first and the action second. Thing as the producer explained, 


would ‘giva the audionce tine to realise whore they were’, even eon: 
the hard cut on tho miste should theoretically have applied to ‘the i: 
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i adie train of poner seecstay in aah the scona | where tcontra' 
first mects ‘Phil! ina city-centre pube Hore the girl is seon entering 
the pub with tvo of hor friends, and there was considerable discussion over 


whether one should hear wafts of music fron the pub's interior before one 7 


heard the general conversation from inside. ‘The producer vented his 
audience to hear the music an tho girls opened the pub's door, but tho — . 


mixer argued that one chould hear enatches of cound fron the jukebox 
before the door had boon opencde 


"be faded ‘in. gradually as the cirle approached the door, to be increased 
| suddenly as the door van actually opened, but ‘the producer felt that | 
this would thon diatract an audience's attention from me action. ‘Even - 
though it is the wrong way round,! he argued, 'I think you should ‘got 
the conversation first, becatize the concentration 4s then on the poonke ” 


rathor than the musice' Another compromise solved tho problea, since in 


the finished fila the rustic track is overlaid upon the whole sequence, but 


without the sudden (and potentially distracting) inereane during the 
transition through the doors 
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The editor agreed that the music chould) 


This particular scene eee another minor problea on a technical level 
ao opponed to that of structure. After ‘fondra’ had guccessfully attracted 


'hil'a! attention, one of her girlfriends had ad libbedt ‘She's done ith) 


This sounded like a cue for @ song to the producer, so the line vas held 

' down beneath tho podcral level of pub conversation. Anothor ed lib fron © 
one of the eirlfricnds was considered to be voluable, however, this being © 
tho comient (about 'rhd1") that Tt rather co hore to fich and chips 
(than hin)', While the former ad lib could be. ‘gubserged bencath tho - : 
anblent ShaRtore it was isporsible to apply the revere Process to the. 
second ad lib to make it otand out more clearly because of the oituation 
' dn which the original recording had been made. Tho backpround canvexcation 
had been added during the dub since the pein dialogue tracks had been 
socsnied relatively cleanly (4ee. without background chatter). This 

a dialogue had consequontly been recorded at quite a low lovel, and nore 

| inportantly, the actress had not had the anbient noise ‘to punch aboves 
An artificially high playback level would therefore have sounded ee of 
me context since only tho voliusio would have been inereaeed and not the tone 
' of vodee of someone who was struggling against backpround noises Once 
again the track could only be manipulated as much as was technically 


feasible as opposed: to the ascunt which the producer had sei Le 
intendede “| 


"hy unexpoctod constraint which could havo operated with respect to this | 
"game scone concernod the choice of tho susic iteolf. A record hich had 
“pecn popular at the tine ("Black is blackt by Los Bravos) had been | 
opecifically chosen to bo correct for period, but as it happeacd anothar 
yorsion of the cong had entered the charts at tho tine the dub oe boing 


. carried out. The producer was aware of tho potential paradox here, tut 
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since the record on the fila had been scrombled (to make it sound as if. . 
-4t wore being played cn a jukebox somo distance fron the central action) 


he decided to risk using it in the hope that the content would not be 
too noticcable. i-7 * =< . 


Problems also arose cer tho use of Procol Narua's record. A Viiterchade 
of Palo! during the ‘Party’ scene prior to tho stabbings Again the 
record had been specifically chosen to be correct for period, but it had 
alno been ohosen as the cort of record which 'Croso-eyed Anne! night 
"have played tovarda the ond of a drunken, sleepy gathering. In using 

- the record as an indicator of a particular mood, the producer did not . 
"vant to dasage thie by including eny other records. Unfortunately the | 


record ended paturally ponevhat chort of en appropriate point in the ecene, 


“euch as "Crozo-eyed ‘Anne's! exit, co there was a donger of allowing the 
mood. to evaporate unless ‘another record could be found or the existing 
‘one extended. Since the action could not easily imply that anyono had 
physically put another record on, the Procol Harun recording was retracked 
cuch that it playod for a longer period than the originale Tho mixor 

thon felt that the lyrics had begun to take on an unintendedly portineat 
meaning, and the seodiber thought that the extra length had bogun to - 
‘foreground the record itself. Aca particularly well-lmown record tho 
choice might then have secaed "tou pat, too coy! » as the producer 

" comented = oo eventually the record was extended only as far as 'Croana 


eyed Anna'a! exit, with tho last few aaa turnod right down so that 
t he lyrics were only barely audibles 


Dubbing this vastical as coquence revealed two interesting points, . Firstly, where 
the nixor wanted a track to be only just audible ho would often check his vork 


sane? a very small lowd speak er sinilar to the we found in donestic © receivers}. 


“ 
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the studio monitora being far nore efficient (expecially in low: 
frequency response) than the average television sot. Hence while tho 


pound was dubbod to the highest standarda within a professional ethic, === 


duo account wos also taken of the inpoveriched viewers A cecond’ 


obcervation is lecs reacsuringy one of the ideas put forward for dealing _ 


with tho ‘robles of the Procol Tar record was to run the whole ccene 
‘without any records being plnyed at all, cuch that the cccene vould | 
proceed in comparative silence. Whether or not it is strictly the cast, 
- the nixor end editor certainly believed that this would have been 
imposcible to achieve, not beau of any dinjuncture in the fiin, but 
“because after a cap ef nore than thirty neconds without a mufficlontly 


‘ ptrong cipnal, tho ID\p nutomatic tranoaitters would ‘throw up a trout! or} 


carde Furthermore, tho editor pointed out, transainsion engineers can, 
end somotines do, adjust what thoy take to be poor sound or vision 
cignale whon degraded signals have actually been quite intentional. » 


Despite this porcibility, ona deliborately cilont passage won introduced 
‘Anta ‘the film. During the pronix, as T mentioned above, oso of 
—Wandra ‘1"a" gurelings froa the school eceno had been re-dubbed on to the 
‘Jugsbroak! econo} partially for reasons of continuity and partially to 
‘establish that the child wan indeed present as ‘Mother aye the table . 
prior to knocking the jug on to the floor. In the preaix these 'Cooche-och! 
noisea had been continued throuphout the ccene to indicate that the 

child had been undisturbed by tho crash of the jub, but acta the final 
mix the producer experimented with the idea of losing the sound 
altogether for the child's closceup in order to indicate her PeO.Ve as 

& dent denf child. The objection which had beon raised apainst this idea. 
during the dubbing of tho cuimaing baths sequence did not opply ts 
strongly in this case procinoly becauso the cviraing baths eploode wan wana - 
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requences a ect of alternating shoto which would have dininiched the 


effect of losing the sound if this was dene for cech of several clocc-upse 
In the ‘Jugebreak! ccene thore won only one clone-up of the child, co 

the offect of losing coud was felt to bo more lecitimatee In the end 

the cound was lost for this close-up, but not without micing the 

difficult decicion of reversing, co to cpeak, tho prorcenius arch to 

give tho ‘objective’ audience a Yeubjective datus. This was one of the 

last decicions to to made during the dub, and it was made as time was 
rapidly running out. The producer nevertheless considered the move very 
carefully before finalizing it, one of the factora involved being that 
the ecene was in danger of boing about 'Hothert st irritation over ~ % oeaY dar 
: Ucealzine the jug rather than being about. the child's deafmena, 60 the | 


added dinension of the cabjostive loss of cound could. help to delineate 
tho central PULpPIsds 


Publicity plans oni the rmenp to traneainsion 

Having comploted the dub by the beginning of October, and barring any 7 

. | direct intervention by the IB\, the producer now conaidered that the film 

existed ao a tinichod entity. During the month before transmission he 
conzequently began to work more clocoly with ATV'o publicity department _ 

to cold the fila to the prense In thie eection I em drawing a distinction | 

between publicity which was directly or indirectly cenorated from within - 

the proprarmo company before tranmasion and that publicity (i.e. reviews 

, and critical coment) which appeared after tho fi2n had been chovns | 


One fom of publicity which was actually precluded during the filn's 

~ production was the inclusion of sections of the filn ina composite 

trailor which Yorihire Television was putting together for the autumn — 
acheduloss ‘This trailer vould be one of thone transaitted towards the ond 
of the summer to promote fortheaning now serien, senators filos ond 


‘Specials! s prefaced by an identifying logo and a voice-over such as 
"Coming to you from ITV this autumn ssees' ‘The producer had been asked 
to supply cone ropresentative material froa DUMMY to be cut into this . 
trailer, and the obvious coction to use, ho felt, would bo tho opening 
sequences chowing the youns child learning to speake Unfortunately, 
noither thio section, nor indecd any of the film had been dubbed at the. 
tine of the request, and rany discolves and fades had yot to bo included. | 
" Furthortore the fila vould rerain in a fluid otato until after it had 
boon finally approved by tho controller and the ID\ (epart fren 
alterations which the producer hinself night decide to introduce) so there 
yas a posaibility of putting conothing in tho trailer which would not 
in fact bo in tho finichod filn. The trailer would noverthelesa have 
boon cood publicity for DIIIY, and the producer and editor spent cone 
tino dobating which section or sections of the fin might bect peunnent. | 
| the programe asa whole, asaming that they vould eventually appear 
therein. In tho end thoy decided that it vould be very difficult to 
“encapaulate an idea such as the girl's decline in a 20 second cosponita, 
or to chow any of the individual acts of violence without: either pre= 


determining peoplo's view of the film or positively distorting information. . 


Tho producer theroforo declined the offer to supply a trailer, arguing . 
that We'll do it right at tho right. tines! 


One — of mblicity uhtch could bave infizenced the production itcelf 
wag the carly ‘appearance of an article about the film which appeared in 
the now defunct Revellio nagazine en August 12th. There in no evidence c; 
: that this article actually prozpted tho producer to male any chances dn 
| ‘the film, but it cortainly oriented his approach te publicity about it, 


rue aaa BAREOE which bed printed tho original story atout the real ca. 
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hal ee a reporter to Bradford during the Inst week: of chooting to 
take come photographs of the main actress and to write a short piece on 
the filming. The producer had reluctantly agreed to this at the time, - 
worldng on the thoory that since tho Hirror already Imev about the Min 
4t was pointless not to co-operate. An ATV press officer had nevertheless — 
been on hand, and undor her Bapaerinion eaveral photographs were taken 
and intervieus given before the reporter went off to write up the piece 
in hie car. ‘The article duly appoared in Nevoille (Revoille being part 
of tho Mirror group) and the producer folt that the body of tho text had 
‘been reaponably accurate and synpathatice I cannot, however, print what 
he thought about tho headline, which read ‘Sandra the IdDler io now a 
heroine's This may have been written by a cub, innocently cecking a tag 

for the story, but at misrepresented the producer's intentions quite 
| psciounys DO's writor wan aleo ‘otagcored’, explaining that he'd 
nover thought of the fila in those tors at all, ‘I thought the press - 
-gicht pick up on tho cox, or tho hopelecmmesa of the girl's life, but it 
: never occurred to ne that thoy'd pick up on the "killer acpecte! 


‘Tho articlo appeared junt at the tine when the producer was starting to 


plan the ‘official’ publicity for the fin, which he would do through the 
- compan¥'s publicity dopartzent. . a 


Ita going to ceo the publicity lady next wool to discuss 

what to doe I tant. to avoid the Reveille thine here « 

the writer was quite put out about that; he's never ; 
thought that cho would be thought of as akiller=we 
have cot to try to avoid that. I would like to try to) 
get the front page of tho TV. Mines, because obviously 

I want to. gat people to watch it, but we must mate 

sure that it in not sonmtionalisod in the wrong way. 

This coaea back to (The executive producer's) and 
(The controller's) attitudes towards the fil=. They - es 
treat it immensely coriously and aro not necesmrtly thinking : 
about big viowlng figures = they have caid that it is an 
imaensely poverful film and that we are poing to have to be 

very careful with it, which moans that we will have to 
troat the publicity in the same way. At the cane tine 
Z naturally want people to watch it ese I will send 
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otters to. people who were involved; letters of 
politeness, and also bustling letters to. people ; - 
who I want to watch for my bencfit. . Boing a froclanco 

1 bave to do thing ani 2 will aloo try fo write en article 
for Screen International® for this reanore 


- (*Sae fereen International for 12th Septeaber 1977) 


The 1458 of potting DUTY on to the ens parce of tho TV inen was not . 


pursued, perhaps because of the content of the film which the producer 
“had subsequently decided was not "(ZV Tines') kind of story" e Atwow - 


pace article had nevertheless been prepared for the myazine, with a huce | - 


_ photograph of "Gandrat at the funoral and a caller ono of her and new | 
“hunband at tho wedding. Apart froa mio-cpolling the producer's nane 
end giving the wrong credit for tho actor playing the hucband, this | 
acticlo provided the nost important ‘official guide to the fila, lusing 
| up nearly a third of its Length with direct quotations: from the producer 7 
and the fila's vritore I would like to exanina tho specific content of - 
thic and other articles in a Inter section, but for the nonent it can bo 
“noted that the main article in the TV iV Times (and the caller picce 
| nttached to the programe List) acted as both a definitive guide ond as 
_ oonething of a dinclainer. Tho article did not abrogate the producer's 
(or tho cocpany! s) responsibility, but 1t heavily ex aphasined tho fact . 
- that the filn represented a truo story and was not, therefore, censation> 


alicing violence or the girl's plight’ for its own sake, Indeed, the . 


article began with ‘the words3 ‘Cortainly & sonse of violence peniaces 


DUANTY, on Wednesdays How else? Dut the action is never choddy, never, 
cratuitouse? 


" Ao part of tho proceso of gelling both the film ond a seed ealae a | 

_Anterpretation of its content (that in, the preferred reading of DUSIY 
ns a responsible, true but provative atory) the producer alno started to 
_ arrange private viewings for colected representatives of the Presse 


ae ae 
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 gnong others, erities fron TIME OUT, the DAILY MAIL, TOLDGRAPH, GUATDIAN 

ond SUNDAY TIMES all caw the film before tranmiccion, and the producer — - 
had epent cose tine with cuch interected parties ‘explaining ond defending! 
hia ideas and intentions. 


During the cane period in which these previews wore being held (at tho 7 8 
- ond.of October and the beginning of Novesber), the producer alco 
arranged a viewing for those menbera of the original production unit | 
‘ who.wero available at Istree. In contrast to the public audience, both 
this viewing and those cet up for the press involved the use of a large. 
| projection ccreene:. This doca have sore selevance in co far as the fila 
was chot for the relatively call cereen of domestic television, and 
| -4¢ could be argued that tho hicher definition of a projected inage 
| could increase the inpact of the filn in cenoral, or of ecenes Like those 
_ dn the notel ‘eoquence in particular ~ especially when big! close-ups aro’ 
being used. ‘This arg gwiont notwithstanding, and bearing in mind the unit's 
personal and profesctonal. involvenent, they all seenod. to be coauinaly 
| dpressed with their mrocossod. effortc. Indeed, there was: none epee | 
clapping after the filn kad finished, which the oncocinte producer 
considered to ba quite unusual for such a trrofecstonal! preview, It. 
4s oleo anterenting to note. that, during the fla'a chowing, the unit 
reacted in much the came way ond at the sate times that my discussion -  ~ 


: groups ddd during their viewing norte weeks lnters ‘Tho uncaso generated _ 


by the motel poquonces for instance, was quite indistincuishable mong 


a these professional viewors from that genorated for ny non-professional 
erounne | 


Faving seon the finished praduct see: the first tine, various eabers of 
. the unit nevertheless voiced a mmber of critical coments. ‘The 
accociate aooduces express sed "enormous chackt at sooing Bradford conty 


644 


but was oaeein at "how Little we actually sce of the city". Tle 

alse felt that tho third reel was a little confusing and that some of 

the acting vas not up to pare Cne of the min sources of confusion for 
_ goveral menbers of the unit was the loss of the explanatory scenes 
‘concerning ‘sanira's! children. Once again, this was a common | 

objection anong the ‘non-professional! audience too (neither group _ 

being party to the reasons for dropping these scenasy the need to cave 

tino during the editing). . | | 


On tho Lovel of strictly professional critictm the unit was alzost 
wianinous in its praise of the camerawork and editing. Cno of the 


"pound crew, for exomplo, felt that there was only ono really obvious cut, 


ond that was whore tho cirl was chow aiming at a target in the fairgrounds = 2 


followed by a cut to the target falling overs ‘Actuclly, IT was pleamntly 
curprined,' cocmented one person, fat tho tina I really couldn't irarine 
hov it was all going to fit tocothor.! 


” There vane two Inst hurdles for the producer to negotiate beforo © 
tranmiincion. ho first of thoso wan the final viewing of DUMY for 
representatives of the ID. Waving ordered, or at least strongly. 
recomended, tho three cuts in the film, the controller had subsequently 
backed it unreservedly, and the IBA eventually accepted that the filn | 
‘ghould go oute Two ridora were nevertheless attached to the transmission} 


firatly it chould be preceded by a warning caption and voice-over. This 
read as follows: | 


IN TI} DRAMATISSD DOCUIENTARY WHICH FOLLOWS SOE VIEMERS ot 
. MAY FOOD ConTAIN SHES DISTURBING : _ 
Secondly, the ennll square oynbol which is eupposed to indieate that a 


programie contains dicturbing material waa held on the screen throughout. — 
The last hurdlet the tultinate test! in the producer's view, was to show 
the film to the original family. He had maintained contact with then _ 


oie 


throughout (and was also to do oo after tho film had been transiitted) 
and had travelled up to Bradford in the wool: before trancatasion to sea : 
"the fanily after tho publication of tho ty Pines Tinen article. . Cone neabers a 
of tho fanily kad been quite miserable about the whole venture during the” 
‘last fou months, but the cistor in particular had been reassured by the 
article and the cirl herself had approved of the general tone too. They. 
had, however, expressed the desiro not to watch the actual tronmission 
of the film, partly ~ one otrongly suspects ~ for fear of ony irmediate 
repercussions. Indced, the cirl and her sister had been given a holiday 
in fpain during the period in which PUNY was to be transitted, partly. 
_ for their co-operation ‘in the molding of the filn, ond partly for the 
diplomatic reason of chiolding thea (and, dadirestly, the conpany) from 
any local reaction cr publicity. It vas not, therefore, until after 
thoir roturn fron cpain that "Sandra! ond her slater caw tho film, which 


wag nearly © weel: aften dito national tronciission, A muber of conclusiona 


ean obviously bo dram from tho tining of thin private viewing, not all 
of. whdch nro entirely. complinentary of the procedure, but they also. 

s.ustrate the enormous personal responsibility of iia’ produced te his | 
sources and tho decree of trust which had been inculcated between then. 


Imekily, the imtediate fasily seens to have "Appreciated the portrayal! | 
as the agi put its e -. - ae 


(The sister) arrived very tense and uptitht,. an Was. 
tearful throughout, but was relieved by the end. She 
thought itwis fair, ('fandra’) recognised hercelf . 

and the people. in it, and oven laughed at some of tho 
events - particularly the (Shabby man) scene. Ehe also. 
clapped at tho end of part two (after the motel asl 
vhich wan both curprising ond interestinge 


busy Was trancaitteds nearly two years after the producer had read the . 
= original nowspaper article vhich provided the programe idea, on. 
Novenber 9th 1977» its was sandwiched | botwoon a cituation ‘cortedy: called 


4 


| | 643 - 
SPAS and a Conservative party political eeoaaeadt ead ima necn by an 
estimated thirteen and a half niliion pooplo (JICTAR ficuron). The 
main actrees was eubsequently nominated as Best Actress by BIFTA ond 


von the Broadcasting Press Guild's award for tho best On-Screen Perfornances 


‘Cho wan aloo highly commended in the Royal Telovision Society'o annual 
avards for-perfermance. In addition, DUMMY won the Radiotelevisione 
‘Italiana prize 4 tho televiston drona category at the 1979 Prix Italia, 2 
and narrovly missod winning the min Prix Italie nvard itself. Cuoting 
Sean Day-Lowia in the TELOGRAPH (20.9+79), tho film van awarded tho | 
former prize ether ace 

‘eee tho jury ee Mr Keith Willions, Doo Tolovicion'a 


Hoad of Plays, told delegates the ATV production had been 


tiven the price for "the exceptional quality of the acting 
ond production", 
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SECTION THEE 


A solective analysis of the filn 


Introduction 


while writing mbout the phenomenological film theorist Anédée Ayfro, 
Andrew (1976 29) notes thats . 


Cne can peer cinema, he sitesi: fron tho. soalvicn” 
of its croator (auteur, studio, etce) and seck the 
world view of the author, whose intentions become | . 
our coal and whose sincority is our criterion. One 
can focus instead on the audience ami deternineg 
this tine the effect of the filn, the practical ee 
cinem makes in min and his culture. One can, 
finally, nin at reality itcelf in its most normal 
pense, seeing coma kind of eclontifie truth or 
knowledge in the imagese But it io only when vo — 

' consider film in its totality that we encounter ith 
human truth. Tho anthor'a intentions are valuable 

only ‘only when they nre modified and formed in sycbiosin 
with the world. ‘Tho filn, far fron boing a cold recom 
of the world, in a record of that cyablotic rapport 
batwoen intention and resistance, between author and 
material, mind ond matter. ‘The ondiience alone 
(including the author when he reviews his fin) 
transforms this dull physical recor! into a vibrant — 


human reality by experiencing that droma of mind and © 
matter. 


In th the previous section the focus has been upon the first of those threo 

areas, where I have mayped what night be called the professionaliscd — 

: {ntuition of tho producer end his tanapecont of intention and reclotance 
in tho making of tho flin. In the next section the focus will be on tho 

~ pudience'a creation of ‘vibrant humn reality! - or moaning = fron 


| the ‘dull physical record! of tho texte This leaves the text itcelf, 


. uhich aga physical rocord night lend itself to empirical content | 


neat on onalyais would nevertheless presuppose that fing ore physical 
'. yecords or natural objects vhich can be ‘ripped from their cononis? a5 


Chanbers (1974) puta ity fend analysed in the closed uiverce of a. 


self-reflexive totality.t: In the poarch for the cinenatocraph fact 
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the analyst of flineas-object would be secking to construct a pure | 
eclenco of meaninrs a systea of lavs poverning signification in fils, 
There is no cipnification in films or television. Telovinion, as 
John HeGrath (1976) wryly comments, is just a piece of furniture, and 
it derives its meaning at ony particular ronment only through a 'draza 
of rind and matter?. More accurately, the cinematographic fact results 
froa a dynanie interaction between eign and receiver, producing a 

trultipliei ty of subjective intorprotations!' (Outhwaite, 1975: 25)e It 


4a not, theroforo, an object to be explained, but a construct to be 
understood. 


While the process of undoratandive a filn ics carried out by individuals, 
cubjective responses are not necessarily ‘individualistic in nature! 
as Fircke and Hartley (1978: 46) point out. They sontinias 
_ Since they (cubjective responses) are invoked by signs 

which mean what thoy do only through agreement between 

the membern of the culture, they are centred in that 

diledefinod aroa wo call intersudjectivitye : 
Tho focun of amlynis whea examining the text of a filn chould therefore 
bo its intersubjective rather than its objective nature. This does not 
require tho analyat to abandon all, the panoply of objoctive clasaifi~ 
cation; the use of tho categories developed by, for exemple, comlotica, 
but it does ronove the datua of 'objoctivity!. That, however, ia no 
bod thing, since post-hoc semiotic analyses of films-an-objects often 
roveal more about the virtuoaity of the analyst than tho Intent 
ideological purposes of the film and its makers, - : » 


An analysis nevertholess has to have a base, a point of departure, 50 
instead of searching for an empirical referent in the fin itself it is 
“ conaistent with an holistic approach to refer back to the material 
gathered during the production study. The producer's use of a oe of 
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hypotheses, constituted as a film (or sign vehicle), will consequently . . 
bo uscd as the dati, which an notes, has been conerated from empirical 
research rathor than formalist inference. | a 
Thies is not fo conflate the distinction between the ‘finite aad tho = 
cinomatic, Tha doyon of senfotic film theory, Christian Motz, makes it os 
‘clear that his concern is the latter; the study of tho internal mechanica 
of fils and the connor in which it eubodice moaning. iio concern in to 
map and catalogue tho processes of cignification in order ta determine how 
it 40 posite for a film to be viewed. Asa structural amlysis thio - 
approach is lecitinate and valuablo; 4t provides a language throuch | 
- which a fila con be understood. It nevertheless eschews the filnic 
(the ‘oxternalot of fins its production az a cocial process) or for 
that matter the sacio-cultural articulation vhich determines how a film - 
in agtually vicwed. A conbination (not a conflation) of structural and 
phenomenological analysia is therefore required. With this ono can then | 
examino the units of actual relationships (oyntagsas) which appcar to — 
exist in tho tin, she units of potontial relationships (paradipns) ond - 


those rolationchips which were perceived by the filmematcers and tha 
filmeyiowerse 


Tlaving established a base for analysis, vhich 4s to exzaine tho fila as — 
‘the result ‘of a producer's theory of ford and content, 4t is nov possible : 

to deconatruct that theory in B SPSRRERTT OR for a B comparison of intention 

and reception. Z 


. The raw raterini 


The raw materials with uhich a finecotcer stance his filn ond trea - 
- which the audience reconstructs. or creates meaning are outlined by tets 


Pond others (sea Andrew 1976: 218) as those channols of informtion uich 
include: a | 
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“4 Inages which aro photographic, noving and multiple 7 
2. Graphic traces, which include oll the writter mtecrial = 
read off the cereen (euch as the mespiaes "7950" at the 
beginning of DIY) 
3e Recorded rpecch 
he Recorded music 


5e Rocorded noice and/or cound offects. 


The quostion which the soalotician then acks 4s how this raw material | 

: an convey moaning, to which the angwer is given that tho filnemoker | | 
uses codes to male tho material. spoal: to the audiences This answer necds ae 
to bo unravollol. 7 | 
Malcing the material gene is a central concept. Metz, for exemplo, in- 
his essay, The Cine? 


Iannis or lanmiar system (197%, orige 1967) oe 
that a filn 4s hard to explain because it is casy to understand. This io 
because the object of explanatory analysis in language, the word, is | 

‘miosing in the film inagee A film, in other words, if not compooed — 
entirely of arbitrary signs like vords in am language, it is also composed : a 
of iconic and indexical sigs which are irreducible to nonemass In. 

“plain terns this means that filn in more of a language system than 

lansuage as such, because its currency is tho sentence rather than the 

words Since the centence is the wit of epeachy it then makes conse 

to talk about raking the ray materials of fits ‘epoalc! to an autlence 
ino way that ia readily underetandables «i 


It is, for exanplo, possible to understand oa fin even when tho dialogue _ 

- do set ina foreign language, vhich 4a due to the fact that a film operates 
"through a multiple wet of channels containing a potentially infinite cet 
of basic units. As a loneuare eyaten it therefore differs from a 

_ Language propery viich operates through single epannels with a ‘finite set . 
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of pasic unitse Andrew (ibid, pe220) {liustrates this point by rowing 
a comparison betwoon a verbal Language and a digital computor, whereas _ 
a filn would havo to bo compared to on analogue computer which oporates 
through at least five ‘materlols of caesar instead of OnGe 


Since the film uses a nuaber of thece materials of expression, ib can . 
therefore build an ‘analogue of what we take to be the real world, using 
cigns both dconically and indoxically as well as oynbolically such that a 


- eoquonse (or even just a 1 Frocassion) of imases can be meaningful without 
dialogue or narrations | 


The problem for the film-maker is how to foreclose has range of meaning that 
an audience can interpret froa tingle or nultiple inages, pounds, graphic’. 


traces, atte, given the lack of a gramasr of tho typo that controls the 


use of finite units like words. Cipns are therefore nolected and conbined 


din codes which can be the specific inventions of cinema or onaloguea of 
other ways of: boing culled directly from habits of cultural perception 
which include codes tron other nedia too, 


Codes have to be used, for tho cinple reacon that every imo in a eiin hoy 

in the words of Hota's translator, a hapax (Lees a unique determination). 

- For exampla, while the word teirit has to be linked to any number of other pe 
vorda ('tall",-"young', 'deaft) in order to dotornine a particular moaning, : 
the fin inage ‘girl! is always that ofa ‘particular girl to start vith. 


That is why Hots says that the cinem can speak only in neologisna, which | 


then have to bo codifiod in order to bo understood. In this pense 8 - 


languagu therefore gparaten deductively, while a Janmiane eyatem such as — 
film operates sauces eee 


- Tho encoding of particular imees within a toxt iin Gxentes ertificinal 
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boundaries eround thea which onables cach uniquo determination to - | 


read ag part of a wholoy cs part, that is, of a system which ineludes | 
the text but uhich alco represents cultural peropectives cuch os 


particular ideologics. aes 


a 


It is, however, tho intention of the docuzentary fLln-caker. that he chould 


not only make the matorial cpeat: to an omldenco, but that he chould also” 
provide the conditions through which the cubject of that material can speak 
for 4tcolf. PBortolucedi's view that treality 4s always there’ (while ~ 
malding a fin) 'co you leava a door open for it to come in! ‘{Nustrates et 
_ the desire to rotain cone of the uniquo dotermination of each irace; tho 


desiro not te! foreclose every avenue of interpretations 


In this respect it rt uceful to introduce Vauchan's (1976: 25) concept of 


the *putativo vont! . This 4g the event which would have occurred bada 


camera erew not boen prosont, which then becomes a 'pro-flinic event’? ag 
“goon as it is the cubject ofa film. This 4c thon the ovent known to the - 

" Stisemaker (ond chould bo distinguished fron the diegoais or interpretation 

of the viewers which is his or her creation fron the raw material. of the 

| fitn). In tho traditional fiction film ono can accert an identity between 
the pro-filnte | and tho putative evonts 'oince tho activity before the 


canera existed only to ba filmed", as Vaughan cayce In othor words, the Oo 


faction fils offaces both the putative and the pro-flinte behind the dLecenta, 


entirely subjugating tho unique determination of each image to the © 
“codification of tho toxt. 


Ina Seale eet like DUMMY the producer eeu to t Mintenes the 

pro-filnic by ranipulating his caterial until it "works", or as Vaughan . 
caye, until it reaches an acceptable equivalent to the putative ‘event. The 
result has been called ‘Observational filn'. DUMMY, however, also contain, | 


Spent yg 
eaten Ss 


Ane ae 


‘elenonts of Cingaa vérité, where the putative event is theorotically 
absorbed within tho pro-filmic. An example of this is the ‘football poolst 


scene where the young "Sandra! cries as a result of being harassed by her 
'fathor' (her reaction being quite genuine and unrchearsed, even though 
the conditions had been partially ect up in advanco).. Similarly, the usa_ 


of real locations and the choice of actors who could ‘play themselves" ate 


ean be seen as attempts to force the iconicty of each aign towards the 


- dndexteal. ‘es a a ee 


The goal of achLovitig on equivalence or absorption of tho putative with 
the ‘pro~filnic event is part of the documentary aspiration to display » 

Oy portions of reality to an audience, whero the film-mker io working with 
a correspondence theory of truth. Aa TI argue above, such a potential lint: 


botween a proposition end a state-ofeaffairs in tho real world nevertheless 


renaing a ease of constructed equivalonce achieved by nsons of coherence 
theory of truth. ‘Constructed equivalenca’ is a tern used by Fiske and 
Hartley (19741 48).to describe the percoived cinilarity between signifier 
and signified throuch which television ends up not displaying tho ral 
world but displacing ite What dt displays are ways of deetag, since both 
- the signified and Vasxchan's putative event aro mental concepts, their . 
‘pignifiers bein; gubicct to a range of choica constrained by culturally - 
determined paradigrse Heneo film documentario (like cociology) can bo 
said to be engaged in a discourse with its own object, or in the words | o% 


of a documentary-maker (Paul. Watson, of TIS FAMILY and BRCAKAWAY GIRLS) 
"Xt is trying to explain ourselves to oursolvess 


To inpute objectivity by correspondence, the fLimenaker must consequently ne 
eaploy intersubjectivity throuch coherence, which means that the logic of . | 


intention (ta "expand the marine of toleranco') is transcendental to the: é 
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‘logic of praxis (the acceptance of those margins) which is cultural. 
The avowed pursuit of the putative event, which is emenable to 
phenonenological enalysis, is thus a transcendental condition of tho 
human node of existence, which is amenable to a structural analysis. | 
tis mode, in Habermas's (1972: 194) terns, tn the reproduction of life 


‘both through learning processes of socially organized inbour and processeo © 


of mutual understanding in interactions nedinted ° tin. ordinary: ‘nnguage'. 
Hence the logic of film as explanatory oycten (uke natural or cultural 


science) deals with rathodological sateen foe: khe organisation of processes - 


of enquiry: rules arising from human atructureny - ‘but rites (on Habarmoa 
points out) which havo a transcondeatal, function. 


This function, in the docunentary novuislt, is to encourage on eudionce to 
view a fila indexically; to actually subvert the Logic of its own . 

| construction by elving, individuals the chance to roalise what Marcuse us used _ 
to call ‘images of 1iberation' . It is transcendental bocause the success 
of filmenaling at thic level, like sociology, 'can only bo noamured by 
the degree to which tha opposition between consensus and truth is 
gradually reduced, and the problea of undrrstanding as - activity ; 

| “distinct fron coumunal 1ife gradually disappears! (Bausan, 19781. 246) 

The fact that a docunentary venturo like DUMMY may not bo din the donain of | 
radical praxis does not, therefore, preclude the tranzendental function of 
7 working tovards radical change since the intention is to make uso of | 
nothodological ‘rules for the organtoation of processes of enquiry to 
increase the range of experience available to ony given individual. © _ 
forgetting that intention, the rules can bo prcnented bontotically; 

meang rather thaa endo, and as rules rather than lavse 


- Heans of eimnifiention 
perverse the beat way of looking - ‘the means of signification is by way 


of example. The central dhacanter: in DUMMY dn denoted through a number of 
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iconic signs in which the form of the signifier is strongly constrained, 


or motivated by the signified. That is to say, the materials of expression - ee 


which the producer used to signify ‘pirl! (images, recorded speech, etce) - 
| reproduced a common experience of the concept Ueirlts- they looked and 
sounded that way to the producer, and, indeed to all the reepondents in 
the audience Survey. “In order to convey that denotation the raw material 
| had to be used in such a way that other scebeatioue could be excluded. Fach i 
sign for ‘girl! was consequently selected from a potential set of | | 


alternatives; froma paradigm which included, for instance, 'boy'. 


This is what is generally described as the first order of signification. 
In the second, as Fiske and Hartley cay, (ibid. pelt) | 


ece this simple motivated meaning meets a whole range 


of cultural meanings that derive not from the sign oe a 


itself, but from the way society uses and values both 
the signifier and the signified. 


In this second order the sign 'girl' may acquire a connctative value 
‘signifying, Bay, vulnerability. The basic sign would then have become 

a signifier itself, where -the signified is the value, emotion or attitude 
pattributed to it. Such an attribution may be furtline oriented by what 

’ Barthes (1975) calls a nyth, which in this case could be that of 'the - 


weaker sex'} a cultural + Meaning | connoted by the original sign but not 
denoted ee aye 


Such mths also contract Yelations with other nyths to sahaed as a eas 
comprehensive way of seeing which Barthes would call a mythology. This. 
coherence occurs in a third order of signification where weakness aia 
vulnerability MAY, for example, be linked to blanelessness and purity ina 
“generalised, mythological. structure attached to the inadoried sign tetrl'. 


Related nythologies can be reinforced ‘in interactions mediated in ordinary 


‘language! in both society and society-as-audience. ‘The typi fication of the 
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eign ‘girl! within the context of television programmes of the drome- _ 
docusentary form as 'victin' can, for {notance, be found in a number 
_. of programies fron CATHY Cd1G KGIE through to SCROUMERS. Sinilarly, 

a ndy-in-distress story will regularly. find space in tho press because of - 
tho readyanade, pro-sold nature of the idea of "edyeao-victin (an opposed 
to lady-an-perpatrator, or, indocd, tnanrdnedistresa! Je 


Choosing a sign like ‘girl! fron a ven parndign is soueaquanty like 
giving half a rapereferance froa which an ordinate line can be drawn to 
extludo others, but upon which thera are no necessary fixed points « only 
those irreguinrities dictated by the toxture of the mediun upon uhich the 
pap ‘to dram (tho second order of aipnification). and the pattern theso may 
seen to form (in the third ordor of cignification)s _iIn order to pro-enpt 
‘gono of tho possible connotations, signs can therefore be cystemtically 
rolatod to other signs to form co~ordinates of neonings -In othor words, 
they can be combined in cyntapatic chains to form codese Menace the 
producer's intention to encode the information that the girl cazo fron a © 
vorkinge-clasa background was carried out by uaing signs in the fora of 
Azages (of backwtomback housing, enall roons, cobbled streets) and | 

: dinlocue ouch as ths language of the powerless (i.e. the sistor'a ‘line, 
‘You cannot chanco your destiny") in juxtaposition to ate. ieares of | 
'Ian'o more opulent hone, his car and tho pop croup. 


' Each of theze cigns can bo analyzed Gupasately in addition to onalysing 

. thedr relationships to one another. For example, a photographic imaro 
ef a cra backeto=bact house in iconic, like an inago of ‘cirl!, 
in co far as a nunber of aspects of the signified are reproduced in ‘tha . : 
| pignifler (tees the cpatial relationships of windows and doors can bo 
 ropreduced in an inage of a house in a way which ic inposaible in an 


me 
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axbi trary cipn like the word 1 Nhowset). That imape can also be motonymic, 


which neans that a picture of a porticular house can be used to signify 


7 type of housing, which in turn can become a metaphor for (yorking-clacenesa' : 


« 


_gubecodes. These could range from the ‘traditionaledraratic!. subcode 


documentary cubcode of telling the truth (deo. that "Ian! 


‘potuoen tho cipms he used for 'fondra! and 


Within partievlar paradi¢ns an image which was originally iconic can then . 
lost its epecific motivation end become 2 conventional alpne- Hence within 
a nedin paradiga it could becone conventional to think of "working-class 
housing! in torna of the kind of inages used under the titles of 
CORCUATION STREET, . Within a Genre paradigm similar inares, ‘through - 
frequent use, may alco gimniey potentially contrary conventions} in a. 
drama Like CORONATION STNEST drapes of terraced houses may tepals the. 
convention of equating ‘working class! with 'ticht-lnit comunity! , but’ - 
dn a docunentary report in PANORAMA the equation nay be with decay ane 
ntonination. | | 


Thin loads to 0 consideration of tho vay dn‘ which eigas can bo conbined 4a. 
codes. ‘An I nontion above, DUWMY's producer drow a specific relationship 
"Ionto! homerty which, in concert | 
with a mumber of other cues, was intended to nudge on audience Bais 
nakine a nunber of cpeeific connotations (Lees that "Sandra's! experience 
with "Jan' was quite novel end’ special). The contrast or opposition of 
various paretlipmatic elements within either character's ackototend thus 
provided a way of encoding a creat deal of information throuch different 


indicating potential tragedy (tho Montague and Cepulet syndrome) to the 


and "Cantra'a! 


rolationship was not a dramatic ploy but a atatenent of facts. Ao tho 


- weiter caid, the relationship was co unlikely that he would nover havo | 


nade it up, co its very novelty could be ured as an indicator alee 
obs cae de ) 
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Juxtaponing opposins sets of elos ‘isn way of organising then, but one 
49 really seelting the logic of that organisation. The reducibility of | 
codes to subcodes is only one of at least three characteristics which | 


con be used for analysine Codes also have degrees of specificity and 
levels of goneradity. ; . 


Snecific codes as . . 
These occur in fins and nowhere else. It is, beavers Jott attricutt. 

to find codes which : are conplotely fLlnespecific since by their very 
nature codes need to be able to be decoded and a completely arbitrary — 

usage of tha catenins at expression would proclud> this. In his ossay, 

- Problena of denotation in the fiction fin (inFila lan~uice 197), Mote 


refers to the ‘rhetoric of the screen’ = montage, cancra novenents ond 


‘optical effecta - a2 epecialiced codes, throuch which, say, a roan chot 


cam plonity 'ncreasing intensity". . fooning in from a wide to a. big 


oe eloco-up of a face is nevertheless a perceptual onalogy of the way'* 

” gomeone nicht move closer to & epeaker as tho conversation bacauaas nove 
intonac. Bo the pocetbility: of the c root shot io ppecifically present in| 
file ina way that it is not ino still photograph, but is still anologous 
(on the level of connotation) to ‘eultural codes of perceptions on the other 
| hand, the sane oltre codes may not allow an individual to toon dnt 

as intinately asa concra con (a eanera being able to alter focal Length 
without moving physically tisete ‘toa subject) co the pocaibilitics of 
the zoom shot-oan be extended beyond normal perceptual codes while cstii1 
pee rooted in then. 


Nets then shares the view of filn neothoticlans that pesoxdtatins: ‘synbols 
aro not cimply 'taclied on! to film. They are assimilated throuch 

_ pyntageatic components of vhich Nets idontifies cixy the eutonnoun ghoty 
,, tho ccond, the sequence, an! the descriptive, alternating and frequontive | ; 


aa. “O20 
eyataguase ence a nunber of eipnus can be cyntagutically Linted a : “e ~ 
within a cingle ee, au within the frome of a painting, to form ecenes ee 
and soquonces of scones organised, for oxample, as a descriptive syntaga 
(where the relationchip between motifa nay bo simltancous even though | 
' physically consecutive, as ina descriptive syatagaa of a lendecape rade | 
up of consecutive chots of trees and fields of which the relationship of 
those signified to ono another in cinultancous)s | 


~ Another example of the use of these syntagmatic components could involvo 
the alternating eyntagwae Mero sipns are Linked in sorics ‘by alternating 
between thes, with < as Motz cays - a mffictently rapid rhyths that the — 
 gpectator in able to guesa that a ceries of events is ‘continuing to unfold 
in tho diecesic. Hence a chot of soneone spealting placed next to a shot of 
another person Mstening would not nececsarily constitute a series of 


related evonts, whereun an alternation between those chats would bea to 
Hz a narratives 


_ Motz organises these components into a systen of miccessive dichotomies 
which outline a structure of choices confronting tho film-maker (noo Fige 8), 
gone of which can be operationalised with a hich degree of epecificity. Tho . 
plternating cyntaga CO, for instance, be used throuch necolerated roatage | 

ag a code delivering a distinct message that no normal viewer will nisst, 
as Androw (1978: 225) reportae Nera two iragos aro prevented in alternating . 
Pe progressively chorter ond quicker fragments to indleate a spatial or 
dromatic convercence (ns in alternating ieages of the occupanta of separate . 

_ cara which eventually ernah into one another). "If Faulkner and Certain other 
modern authors ninie this technique in their narrativas, 


t 
Andrew ‘continues, 


*4t is only in vague Snttation ani never with the cane remy: for a aren on 7 
montage is a cine specific codes! ae os a 


OM 
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Nete's classification of his cyntagzatic components is given on page 146. 


of Film Lanpuare, which I've reproduced with examples fron DUTY: 


Fig. 8 Syntarmatic types 
'. Autonomous seoments 


Autonomous shots | _ 
aed 


Sequence shots plus different inserts: 

14. The nonediegotic insort (isc. an. 
establishing chot oxternal to the 
action such as 'Ray's' entrance into 
the strip club before he is identified 

.. ag a central character) 


- 2. The subjective insert (i.e. an image 
- conveying not a precent instance, but an 
' absent moment exporicnced by a character, 
such as 'Sandratst flachback to the 
‘Yieat man's attack during the stabbing 
sequence.) | 


3. The displaced diccotic insert (i.e. a 

. , ghift within a sequence to a single chot 
from a difforont or absent sequence such 
as the inclusion of shots of 'Sandra's' 
family cheering among those of the girl 
cwinming in the 'ewirming baths’ sequence) 


4, The explanatory insert (i.e. adotail: 
removed from its empirical. space and presented 
in abstract space, ouch as the close-up of 

tho card on a wreath at the funeral) 


Achronolorical syntarmas Chronolorical syntagn ni 


Porallel syntarms re 


Tis is where montage interweaven two or more 
alternating motifa without drawing o preciso 
relationship between them, such as in the montage 
of shots of *Sandra’ wandering around the ctroets 
‘and alleywayse These shots do not have a specific 


temporal or spatial location, but they do parallel — 
one another. 


— Braeleot cyntarma 


This 4s where oceurrence are bracketed together ‘ag 
typical samples of the cane order of reality. Tho 
original introductory scenes as civen in DUMY's 
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ceript would have bracketed a number 
of discontinuous motife together in 
this way (Lece a number of different chots 
of early morning activity in Bradford) 


Decerintive eyntarms | : . Norrative syntarmos 


These organise materinis of exprescion - 
qhich appear consecutively on the screen 
tut which have no diecotic consecutivonsss, 
ns in the oxemple of a description of a me 
landscape given above. Some of tho shots . 
describing the fairground in DULHY are used 24 
in thia vay, where tho shots follow one another — 
ns a mode of discourse rather than as an 


analogue of a property of the object of that 


diccoiwred, Lec. an action occurring through 


time. 
“Alternate narrative cyn tein: ae So [dnenr narrative nyntamas’ 


Fietnetebetandh-oubuen anche eonaae ws ce bne net SO 


Tf a film-maker epecifically wants to indicate 

pimultanoity in time he can alternate between - 
aifforent images or series of imares.. The aa 
code which equates alternation with simultanoity © ~ 
is illustrated in practice tovards the ond of 
DULY, whore 'Landra's! Journey to the West . o% er 
Indion's flnt in supposed to be taking placed 
at tho cane time as "ax! (the man che stabbed) | 
in being attended by the police and anbulancestene 


. Bgones ae ooo Egguenees. 
"| A linear narrative cyntagha, which suecersively 
“Jinks a mmber of imigen, need not necesmarily _. 

.. do co continuously. When it does tho result. 
‘dpa ceenoe Hatz excludes breaks such as - 

_ eutaways or camera movements to define a scene. - 
ag o succession with no cieretic breaks, 'a : 

“gpaclostemporal intecrality experienced ag 

‘poing without a flay'. Thero aro cighty-nine ~ 

-4n DUMTY, one of which is tho 'Restaurant! 

‘scene where all the action takes place in - 

“treal tine!,. ; aan . 


Eninodie sequences | m f ‘Ordinary er 3 
: oe , 7 : aera encanta ACen ee i 

A eequence-ia a croup of scones having a unity, An ordinary a 

but not necessarily temporal orcanimtion. * ‘group of ee on = 

‘An epicodie cequence io one in which temporal’ discontinuities ranain im 

diccontinuitics are organised, suchas the ~~ , 


- unorganis = 
“Motel! cequonce where cach scene leads Benes oe Dati 
directly to the next despite breaks in a . 


: the band rehearsal and "Ion! 
continuity. ond "Sandra's' cuddle) are 

: linked successively but we do 
- not know how closoly. _ 
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Thea syntagaatic components listed above mike up what Nets calls the 
" ‘arge’ syntagaatic category through which a film can be made fron -_ 
fragments which aro not specifically filmic in thenselves. ‘Tho further | 
one goes towards the ‘small’ syntagmatic catecories (within autonomous 
chots, for instance) then the greater becomes the likelihood of necting = 
all the countless nonespecific cultural codese ‘These would produce 


the kind of connotations in the cecond and third order of signification ; . 
which I suggested as possible with respect to the sign 'girll. 


Between the uso of non-specific codes and codes which have been invented. 
4n film there are also codes which havo a degree of opecificity relative | 
ie other media. A good oxanple of this is the uso of flashbacks, which _ 
appoar in literary forns as well as in films, olthouch a film may 
signify the odvent of a flachback in a way that a piece of literature 
cannot (4e0. by ripple diccolves), | 


General coden 


By ‘general codes’ I mean codes which ore entyokealiy — in all films, 
not codes which are in general operation in f4Ins and aeuaes, ond a 
different levels of generality can be detected. Metz, for instance, cites _ 
the panorama chot as a code which can play a part in any filn, and which. 
therefore has Q very hich level of generality, By contrast, there is an 
oxtrencly ‘Lengthy sequence in Tarkovelty's feature COLARIS chowing a man 
driving along the Rustion equivalent of a notorway. The very length of | 
this sequence makes the encoding operate at a very particularistic Levele | 
Sinilarly, the uco of optical effects in a prograrme liko TOP OF THE POPS 


could not bo cited as a form of coding with a vory hich level of 
generality. | 


DUIMNY used several codes like tho panorana ~ or pan = chot, elece-ups | 
and trackay but it ‘fino used a muber of nore ‘particular codes in ie 
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sence that the director mde a particular point of not using ripple 
dissolves to his fleshbackse Particular codes, or their identification, 
are @ Woy of determining the style and genre of the film being presented. : 
DPUINY was intended to be docunentary in nature, and part of the nature 

of a documentary consists in "showing 4t like it is’. In other worday 

tt 100 porticular code of docuzentary films, and thus of filns with 
documentary intent, to irradicate techniques which directly imply 
manipulation of the subject and vhich may therofore fictionalise ite 


Hence DUMIY's sous was drawing upon a paradiga of eyntagnas by 
“excluding that kind of complicated dolly or crane shot, incidental music 


and optical effect which may be nore readily ansociated with fictional 


| filns such as thrillers or weaterna, and by sneluding many of those codes 


associated with straight documentary films. Since a docuncntary is 
ostensibly observing a putative events and not on event which has been 
designed to be filmed, that event might be oxpectod to inpose special 
restrictions upon the process rather than vice-versa. The use of real 
“ocatdons, ad Lbbed dialogue and natural lighting can therefore bo 
edopted as a code within a dromatised documentary such that tho gare of 
cancra noverent (apparently caused by the restrictions of Locations as 
opposed to the freedoa of having ‘floating walls and verdablo ‘lighting - 
in a ctudio) can be uced to signify the reality of the subject. 
Correlayivenys the use of hand-held conera and genuinely. falling li cht 
to fin ‘Max'o' otagcer up to the main road towards the end o¢ DUNY 
deliberately exploited the likelihood of obtaining a lot of Jerty 
cariera movenienta and downgraded shots of the tyne associated with 
the spot’ coverage in news broadcanta. 


toe 


‘By looking at the different poccibilities, avenues of oxpr *8Sion or r choices 
7 open toa a FAIsenakor and the rango of pangatemstion. (or nodeg of Linkage) 


- sate 2Ba8 
available, the aralyst can borin to perceive a structure by détoreinine 
" yhat it 4s note Ho can, in other vords, exomine tho degrees of specificity 
and levels of rpenerality of codes and their divisibility into subcodes, | 
which ore soparate instances of the use of a code that transform 
 denotation into connotation, and he can then pay attention to tho 
interaction of these codes by making reference ioe catalogue like | 
Hotz's 'La Grande Syntagzatique du cinema outlined aboves 


. This interaction of codes at the Sispentie level token placa within texts, — 
- which essentially set boundaries around a process of oipni fication by | 
deliniting it within borinnings, niddles and endings « although not 
necessarily in that order as Jean-Luc Godard has often ‘been quoted as 
‘ cayinge . 
The text 
A‘ text cyotenatically accintlates Q civon amount of naterial within 
boundartea} literally: giving it context, but tho boundaries do not 
‘necesaarily have to bo thona of individual books, plays or filns. A text . 
can aloo be approached as a cot of ‘bultiple ‘eysteas cuch that sath of, 
say, Dickens! ubotka or Zeffirelli"s flas can be considered as parts of 
the author's oeuvre or as part of a whole cenre. DULY per alco be 
‘considered in this way, as part of an extended toxt uliteh also includes 
‘ tho producer's provious films, ond indeed those which ho has rade afters 
wards. This nppreach io nevortheless in danger of begging the question - 
of for whom such on interpretation might operate, co at ‘this point ‘the 
text! wild be considered as the inmedinte object of the nroducer' a 
| intention, which can be deseribed as the colection and organisation of 


4 | signa, within codes, as a systen bounded within ths opening and closing — ’ 
titles of a aingle filn, 


aston att SE te 
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in this cace that systen io a narrative, unich Hots defines ie emotes a 
of his uate collected in Filn lancuare (Notes towards phenortenolory - ; 
of tho narrative) ast ta closed aiscource that proceeds by unrealicing © a 
& toaporal poquence of evento’. This means that a narrative has a . 
beginning and an ending ond is thus distinct fron the real varld even - 
though it deals with teaporal, sequences which we ‘perceive to occur 
“ghesein? It. therefore iunrcaddieat thoso sequences within the closed 
| es of the individual text by inventing one tine schene inside of tes 
anathers “For oxuzple, the 'roal’ duration of the sequence of events in | 
‘Sandra'o! lifo van twenty-nine yoars, wheroas the duration of the filnod ‘ 
-yverstoa of that lifo was soventy-cight minutes. This teaporal cea 
is therefore essentially unreal, having been ‘unrealised’ by the | | 
narrative structure of tho filme Even a Live, continuous broadcast 


processoa reality within tho. toraa of. puch’ an ees although through _ 
 gpatinl rathor than temporal dioplaccnente 


Ap a ea DUMMY is open to amlysis ee the’ terns of a \Grande 
Byntagatique', which as a theory can help to identify and explain how 
‘guccessivity, precession and spatial proxinity in a filn in possible... 

_ Asa theory opplicd to historical analynic seatotics can alco detect the 
introduction ‘of. now subcodes (of punctuation cuch an fades or wipesy 
er of the large syntagnatic catepory itsolf).. Asa critique of an : 
individual text a cemfotic analysin cany in addition, ‘scate ‘eveaitte 


’ . 4nstances of such codes and cubcodeae The extrene compression of the 68 


narrative structure vhich seems to occur at the point where Whii! is. i 
arrested in DUIRIY could, for example, be cited asa novel uso ‘ofa ‘near 


narrative oyntagmae, Such a citation in nevertheless a ‘Btatecont nado 
within the teran of tho- theory, not within the terns of tho actual 


. reception or production of the fin, Tn terns of the production, for - 


instance, tho. 1 forechortoning of the Aisesheale at that ae WaS as - 
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much to do with the need to lose actual ‘running-tine within the constraint © | 
of the Blot as it was to do vith aenpyatnry encoding prscedus ess! | 

' ‘The objection vhich I en : puteing is to the uso of the definite article | 
by textual analysts when they male the move from theory to criticion, 
which do often the chift fron discussing: vays of seeing cultural 
shoauetn to the dopmiatie accertion that individual products have. ~ 
particular meanings} that is to say constant meanings through tine 

ond acroos cocto-cultural boundaries Codes are constructed by = 
analyats and wittingly o> otherwise used by filmemakero; they do not. 
exist in fins, noithor do they dofino thens they define ways of . 
oecingy not the way a filn is seen by individual ‘{ilnemakera or viGierns. 


- In Rendine Tolevicion, for explo, Ficke and Hartley nnalyso a 


pyntaga (ofc) from CATHY COG MCE, one of the shots from which shows a | 
child putting a bullet into ao toy cune Thoy pay (p.56)2 


Tho fact that the gun is a relatively realistic ons 
that can be loaded with "bullets’ ds also sipnificant, ° 
‘The child may be only playing appression now, but the 


_ hint of real violence to follow is clearly contained ~ 
in the cigne ; 


Well, to it? How do they mow with puch h cortainty? Who did ie asky 
and what happens if it décapree? Tho Italian penioticiany Unbarto Eco — 
(1972s 104), night consign ne to the outer darkness res erved for 
taberrant decoders!. if I felt that no cuch inference was ‘clearly’ 
contained in the cigny.dn vhich cane I would at lost like to Imaw 

what I was being aborrant fron, The fLleemaker's intention perhaps? 


. Hoe » the textual analyst draws the line at what is ractuaity thore on 
the serecn' (Fiske and ilartloy, ibid. Pett), 


_ Even 4f telovision to nore than NeGrath's tptece of furniture! : vat | 


' ds on the scrocn ds no nore than a number of ‘screen instancen! or: 
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signifiers. The fact that these can Bacdas 'diegetic instances’ or 
'sipnifieds! can be predicted by a neience of signs, but their nature 
 eannot; at least not without reconnecting the link between social and 7 
; cultural processes. Semiotics itself describes how signification 
operates through connotation at the second and third Levels as the 
product of culture, convention and vork such that ho image is 'pure!. 
So, as Gerbner (1964) says, the content can be seen as a continuum fron | 
nianifest to latent, fron the most simple to the greatest diversity of 
its understanding by an audiences — Points along that continuum can be 
marked off as clusters of ‘Sntersubjectivity agreenent about the factual! 
content of a message, and patterns can be detected which indicate the 


eystenatic 1 use of limited ideological or ‘explanatory. repertoires (see 


Hall. 19773 43-50 ‘This view is, however, distinct from the detevatiias | 


which secris Pe afflict the textual analyst who seeks tho ‘actual! 
structure | of individual texts from the Barety of his or her own armshedr, 


~ and is the reason why the’ present study has attempted to combine a 


labour-process analysis with some of the techniques of seiioticn, “Hence ee 


in looking at the text I want to. consider ‘firetly. the manifest content 
(by which I mean some. of the physical BEsers: of the ! screen instancest. 
such as cutting rates) and then those points on ‘the: continuun ‘between . 
manifest and jatont Sonitent betweon which the producet preferred that 
‘decoding should take place. | 


The text! manifest content ee 
This section deals with a brief ieee of some of the 
quantitative elenents to be found in DUMMY, that is, with the 


_ rather than the signified. The reason for making such: an analysis in” = 


twofolde Firstly, I — already made several. references to the relative 


paucity of moving camera shots or to cutting rates and scene lengths, 


dn this section I want ‘to record the relevant datas Secondly, the 


signifiers , 


co 
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audLenee | atudy revealed various views about the intelligibility of the 
fin at different points within ity co if any correiations’ are to be 
drawn. botwoens BAY, those areas ‘of the ‘pan vhich people found confusing 


and those areas which contained a high proportion of very chort scenes 


aia one vould Hee to ioe vhere those areas ards : 


aaret of allt wil run. throuch the anne of: Ecenes as , transaitted, 
giving their phyotcal duration and the number of cuts. between chots 


plus the mmber of cuts per minute for cach scones (etnh refers to 


different versions of coe, ) 


' feene Dererintion + 
PORE a 


ninute tine 
| . ser _ Vorning caption 
4) Funeral (+ flashbaci:) ‘2 9300. 8.601300 “ain title (after 
ne BR SSS ee 55") then cubtitle 
2 Hospital corridor | 4. 3400.6, ‘4340 Caption "1950! 
3° Consultant's office § § 8 3309 46 °-- ~~ - 4sho ~s 
4. Echools Nun with Head & ge ge eg ey 
' S1 with teacher WS 48ae . BAG - 2.57 
5 Jug breaks on floor 4395 46 
G Schools £2 learning 10 1250 bstG 
- 9 Bus home 1 9395. & 52 
8 ‘Football poola 4 8B Gan 
9 ‘£2 playing in atroot Ho BIB Oe 335 
10 6&2 learning with Mun 7201300 420 9385 
11 SZ at school (macked) 9 105 8.53 Bho” 
42- 6&3 returns hone — 2  th5 5 26 9:26 
‘13 =—-«&3_ foes to fish chop 45. 855 16h aor 20 
44. S3 daneing at boxe th 11300. 
15 + S3 moking at school 4 25k: 413825 
46 | S3with hendtistress ©. 1 3 Ze 11150 
17 lady cocinl worker visit. 12 ‘20 9 13310 
18 5 S& reading at school 2. 39 6 13330 
19. Swimering baths" . 25 1251766 14355 
20: Laundry (entrance ~~ 4°. 830° 2 45825 
21 - Laundry (interior) “2 2815 008 - ~ r78ho 
' - @2 + Wage packet 4 t35 te? | 188.95 
23 «= Fairground* 45 2:10 6.9 . 20325 
2h -S& waits for. "Ion! : 6. 33 88 _ 21218 
25 Drive to "Ian's" house 7 105 3 22823 
26 «St in "Ianto! bedroon 8 3 10 SR 
27 .. Band rehearral 8 153 - 9 chiok - 
28° Fondle on "Ian's! bed 4 BOB Bh 


* Cuts Lenacth: Cuts per Gumiative Cantions ren 


End of part one! 


inode Deccription 


(- Oh brings 'Yhil' hore 
. Pubs plan robbery 


S4 hone with baby - 


‘Shabby mon 


' Hotols intorior 


- S4 at Noanta! os of 4 
. & leaves Joan! 


- Pubs + meets "Charlie! : 
: Restaurant 
- oh polieiting on corner 

_ Se coen to Vent Indion's 


Db erying in 
- £4 wanders round ‘alloys 


Interior dance hall — 96 


. Drive hone - 4 


SL ccarred by "Ian! 


‘ Mocpital: Hwa, Aunt, 'Joant 4. 
Hospital: Thtercency rooct 


Hospitals ‘Ian's! Dad. 
‘Joan’ phones 'Ian' — 
Pub: 54 picks up "Phil! 


oh at 'Phil's' flat 


'Fhil! arrested - 
Hospital: S4 after birth |. 


Sh & *Fhil! poing out 
Pub: Sr and "Init! drink’ 
Nospital: Gynaecologist 
Uoopital: £4 and 'Jcan' 
Club ne strip 

ch in bed with man 
Wedding proparation 
Vedding 

oy & new husband in flat : 


Funeral =; 

Cafe: o4 sees eackaaa 
Husband attack with razor . 
Pub: S4 with croup 
VD clinic 

4 colieiting | 
4 in car with "leat man! 
fotols exterior 


x 
-aNvNNa 


fotel: exterior (exit) 
Hospitals "Joan! wnits 


S4 wanders round alloys. 


Walks to 'Charlie's! pince | 
Interior 'Charlio's' 


WN Fania vans ri 


Poolrane 


‘Joan! cares Ge worker 


Sh arrives at 'Charlio's! 


to BW AU a Oe 3 OM BU FUL BAMA 


Hinute fine 
1353 8.5 26317 
th 165 26:57 
20) = 53 ~ 28317 
355° helt 29212 
350 Vee 30:02 
4305 ~— 55 31307 
1300 3 22307 
335 187 Zarha 
340 4,5 33322 
335 8.8 33:57 
343 5.67 : 
325.- 2146 25305 
730 6 35835 
7200—C 35259 
350 102 i 36245 
rs —Fe2 = 37352 
1350 39342 
31? 365 39:59 
“232, 109 40331 
1224 607 41352 
4305. 0.9 42357 
2310 2e3 45307 
255 625° 46:02 - : 
1205 406 17:07 
200 3 48:07 — 
th5. oe? 43352 
1330 16 = 50:22. 
'3h5 103 51307. | 
Be 18 51337 
347 1403 S2:2k | 
we00CO9 533th 
725 4.8 Shr 
215 & Shs2 
1300 43 ssr2k 
335 Ge 55359 
12003 56:59 
1200 6. 57219 
$25 . 4.8 ay 34h 
335. 107 $19 
41355 = G03 -— 60318 
817 30D 60:31 
41:05 6.5 61326 
140 3 62:16 
70 8 — 6arxhb 
4300 4A 63346 
255 eee Gh 
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| Cuts Loncth Cuts per Curative’ Gs tions: ote. 


(Dumy part tot 


"End of part tuot 


ey part threo! 


* . 638 


ne Descrinticon Cuts Lensth Cuts per Cumlative cantions atce 
Eisen . Tinute “Time 
97 ~=6«&& “phones "Joan! 6 45 8. 66151 
© 93 Croup exit from pub 2 W200 165 68311 
79~—soParty at 'Charlio’s! a 2380) 9B 
80 = S4_ otabs man 41-353 1265. Vatu 
84 = Gt runs to taxi: 2260 92310 
82 Stabbed ran stumbles 335 Maks 
‘83° ‘Taxi arrives destination 320 . 73305 
84. Ambulance arri ivos atce as 352 «5 73357 
85 Mortuary = 715 4 Whe 12 eo od 
86s SA at Veot Indian's 9 2323- 8 i355 we 
87° Sh put in police car | 2 3:25 48 77:00 ° (Last image held 
poe 4 for 10" before _ 
~ caption) 
“NB. ‘Scenes 19 & 23 are strictly-cpealing ‘ 
- edquonces, but are roferred to an . 
‘peones because of the continuity of = wees, oy 
ee Lo ae Credits 


t 


A nunber of conclusions can be drawn from these rav finis CB. Firstly the 
cheer woight of information potentially carried by the film belies casual 


inspection for within 87 diccrote scenes thore are pone 475 cuts betwoen — 


shots in just 70 minutos. This: gives an overall cutting rate of just over 


- pix cuts per ainuto.(or one “cut. ovary 9.8 caconds) which may seca very . 
rapid, although in fact it is corparatively normal. Tho cutting rate in 
come comercials pay: be. several tines higher than this, rioing. ton 0. 
thooretical Linit of over a thousand cute/ainute for chort bursta, but a ~ 
rato. of betwoen fivo ond ten cutn/ninuto vould. appear to bo more usual, 
“eee on extondod 113; the drona-docwiontary SPEND, SPEND, EPID, for 

“exmnplo, had an overall cutting rate of 6.4 cutr/ninuto. | 


“Those. figures ore more intoresting when broken down with respect: to ea 

of the throe ports of the film. ~ Hore it can bo. zeon that the cutting rato 
: bocones, progressively slover in proportion to the amount of troal! tine 
which io being covered. Heike part one. (uhich covers about 7 yoara) 
hog a cutting rate of 7.12 cute/ninutos part tuo (covering about 8 youre)” 


ts “hae a cutting rato of 5657 cute/ninute and part three (covering about — | 


7 t 


* 639° 

oix vous) hap a rate of 5639 cuta/ninutes Despite the parozount 7 

constraint of the tinc-slot, one of the producer's original intentions | se" 
has therefore remained intact; this being the basic stylistic feature - 

| vbich he outlined long before chooting started (seo pe25 of tho . | 

production study) as torns of raking part one "fool different! fro the: ie 

rest of the fin. : He had specifically intended to use a lot more static 

‘ shots in part ong ‘to toda to the feeling of the period’, and to make 

“the third part 'vory docusentary-Lke, with lots of hand-held chota and 


shooting on the run in order to bring out tho grit’. Thus although the | 


overall cutting-rate in part three is lower than for the other two parte, 
Bt is actually sustained at a much hicher rate for the ae and 
‘stabbing! neenose 


Ago n point of poltey the producer ees: sald ts ono > tine that it vas 

, eccential to involve the audience from the btart. Thus to épen the fila 
with the {moral ccone mirht be expected to imnediatoly pose a nuaber of | 
_ questions; as I noted above, ono would perhaps be curious as to vhe had 
‘died and in what efreunstances, plus a funeral inplica czotional - 

. dnvolvenent for the participants which by identity could enotionally | 
4nvolve the audiences ‘In terns of the physical atructure of. the fila 

-- the funeral scene ia also, however, @ relatively long one, giving an 


, audience time to becone involvode Looking at the filn as a whole, it can 


in fact bo observed that cach of the three parts becins with a relatively 
long scone (1.00! 1353! and 1300") and finished with a chortor one 


_ (20", 15", ant 25" ~ not including the sustained final inage of ae 


tonenont equara)s : 


. The comparative tnportance of the es content of partioular ceenes as 
set pieces or as ncenos which ‘atood out’ for the audience may bo Linked 


+ 640 


to the manifest otructure in terns of length or cutting ratese In 


‘terns of scene length oe folloving observations can be nado} 4m part one - 


the average length of oceaea is 59" with a ptandard deviation up to 1337". 
Thus both the interior laundry end the fairground scenes extend boyond 
this by about 33". In part two the averago length is 54.5 with a. 


standard deviation up to 1122.5! which means that the Dance hall ccene’- 


is over by 20", tho Strip scene by 28", the Shabby nan by 48" and tho” 


"VD clinic eceno by 8", Tho average ceene length in part three is down to 
542! with standard daviation to 1.32! malding the Res ctourant ucene over 


by 23", tho Farty ceoné by 1:8" and the penultinato ecene in the West 


Indian's flat over by 51". 


’ 


In terns of cuttihg rates the ntandard deviation from tho norn. in parts” 


one and two is +/~'5 cute/ninute, and in part three it 1s +/~ 3 cuto/minute 


(which may be a contributory factor to tho relative paco of part three). 


‘Hence the following ecenes havo a abnoraal be rates: 


Part ono 7 = 


‘Tigh rato 
(3) Consultant's office 
(5) Jug breaks on floor’ © 
(40) 52 learning with Nua 
(13) 52 goes to fich shop 
(19) Swimming baths 


‘ 
' 


Part tyvo . 
liiph rate © 


(42) ch at hone with baby 
(56) VD clinic 


(58) Sh dn car with "Meat nant 


Part throo 
Tach rate 


(63) ch at ‘Joon'a" 


(79) Party at 'Charlicts! | 
(80) S& stabs man 


Law rato — ie : ; : 
(14) 53 dancing at ie 


(20 & 21). lnundry 


(22) Wage packet 


rato 
TETRA EDE 


Hone 


low rate 


Intorior charliota!” 

Joan! meets coc 7 
(75) S& wanders aa 
(76) Sh arrives at 'Charlict oY 


(73) Group exit fron pub 
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One sceno'in particular stands out os having both a low eutthin rate 
(0.8 cute/ninute) and extrene length (2'45") and this ie the daterior . 
Jaundry ECenCe These figures therefore quantify the results of the 
producer! s hypothesis that this scene neoded to eae an oudionce 
through the "boredoa barrier". It was here that the producor vas: . 
‘ goncerned about the intstnate’ interest or "busyness! ‘of tho machinery 
in the laundry, which nay have dotracted froa the point of the Job 
boing very ropotitive. and ‘poring (for a relatively intelligent Girl). Seg 
The extent to vhich the ccene was lengthened in order to rake this point 


(and to retain the naturalistic eeaserrnes) is clearly. Slustrated in : 
Fige 9 . 


The anifest gtuctare of DUGY in terns of ecene ‘Length against cutting 
| rate can now be craphteally plotted a3 an. Allustration of the intention 
to make the aitforent sections of the film. ‘fool! detinct fron one 


another in tons of mente as voll as content. . e. — a 


A narrative hay! been described as a means of patting from ono stato of. 
. equilibrius to another, nora stable, equitibriun which is given 
colierence by workings our tension: in tho original, Nore simply, At thes 
loose ends fogathar, but this need not bo colely the function ofa 
storyline, for Fis. roveala that the physical otructuro of Duary alco 
“becomes PIpErcoriveny: more coherente For cxxiploy while the averago| 
mumber of cuts per minuto in tho first two parts of the fn Rene cs 
- yolative to the last part in tho ratios of ae30! ‘and 420334 Foapactivoly, 
; tho average nunbor of cuts per ninute per scone also decreasos ina 
comparable ways the ratida boing 1ohe1 and 1605246" This reang that ce 
: are fever chances of shot or scene as the film progreasen, ong therefore | 
fouer diccroto plocoa of information tor a viewer to process, ala other 
things being oqual. 


ng rates for each of the three 


Scene lengths against cutti 


parts of DUMMY 


Fig. 


‘ 
& 


Numbers refer to scenes as given in the list above. 
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‘AML other thines are not, however, equal.’ Part one in particular follows 
| a definite pattern of having chort scenmalternating with long ones 
(the otandard :deviation in the length of scenes’ in part one also being 
core 3565 creator’ than in part. tuo) whereas the pattern for the other. 
two parts in. less regular. The reason for this alternation can be 
explained in terns of the, latent content of tho film in part Onc, where | 
tho producer. wag using vhat Motz nicht call bracket oyntacmas to oh 
{Mustrate exmples of incidents froa:"Candra! a! early life in alternation | 
. with toner: narrative syitagias.e In a cense he was forced to use thin 
“yind of conatrustioa because of the comparative length of tine - 

. seventeen yearc ~ to bo covered. ‘Thus Neondrata! trip to the fsh-and= 
' chip shop. was an exazplo} _ just one of several sintlar incidents which 
could have. been used to illustrate the difficulticn: of being deaf. 

Several such Aineideats wore indeed filed but later rejected on tho basis 
of their: boing ouperfluous given tho constraints of tho tincenlot (or 
becaune of technical problosa). In terns of tho phyoical. ntructuro, 
howevar's tho romilar alternation of basics and mort: -scones in Pay ono may : 
have oneliorated the relative lack of Sonepenes aftonted by: tho meer, 

one sceneo and their hot dennitys 


Another factor contributing to the physical toxture of the. fils is comera 
“bovencnte. Following tho producer! original intention, the cxmern moves 


relative to fixed objects in the frane nore than twice as-nuch in part. 


_ three as it doos dn part onoe In fact the amount of canora novencut 


inereasea throughout the filn, since only 17% of part one contains roving | 


chots, vhereas (part two containg 287 ond part throe BThe Excluding oll 


stoves nade in order to-keep ninor actions within the froze, tha anount 
of canera novecient: therefore increases in eer proportion, to tho 


number of. cuta eer minuto poe BCONC. ad overall effect could therefore. 


emount to an increase in’pace as the film progresses even though the 
mmber of static imaces ‘appearing on the screen decreases. 


A related point concerns tho way in which shots were goncrally fromod 
in difforeat parts of tho f1In, Tolovicion haa often been referred to 
ag tha nediun of the close-up ninco a tight shot of pseonete face or head 
aa choulders han becote a conventional stock=in-trade for interviews, 
nows troadcaste and the like. A close-up may aloo be ucod to signal 
Antinacy or to mike another dramatic point by excluding a background ond 
thus concentrate the attention upon a face alono; a face vhich on a 
standard domestic receiver will be approxinatoly Life-aize aad thus 
arguably Bere naturalictice Close-ups are also favoured for tho cizplo 
. Feagon that a tolevision screen cannot resolve as suck dotat2 ag a : 
cinesa cerecay where cach face in a crow! can often be picked ‘out quite 
clearlye It might be expected, therefore, that a good many of the cote 
in- DUO would be close-ups and indeed cone 65% vere either eloso~upe or . | 
big closeeups. Tho use of close-ups was not, hovever, constant. 
| Approximately 61% of part one was filmed in eleso-up or big closo=up, | 
65/5 of part tuo and 10 of part threes Thus in addition to moving with 
the action nore and more as the fila progressed, the esmera can also bo 
said to ‘have noved closer to 4t. In torus of the content this meant 
moving clocer to ‘Sandra! herself’ such that the "ecreen instaneea! 
(the type and organication of shots) could be coen as cupportive of the. 
ueteoerte inatances s' (the character's ‘type and organization’ as . 
presented to an sudionce). ‘By this I mean that, having established | 
'condra's! relationship to other claractera within @ cliven environ sasK 
the producer proprecsively closed in upon ‘Sandrat herself, not only Be 
terms of the narrative but aloo in terns of the physical structure of the | 


film. The status of the camera, for example, can be seca to have changod ~ 
fron that of ‘objective observer’ Aubore a distance was. raintained 

frou events winich roved in relation to the cacera) to plnost that of 
ieansecriye participant! tutiers the distance between events and the 


- eanera tan reduced at the come tino as the canera began to novo with 


, thoce evento). ‘The changing forn of the cignifiers can therefore bo 


closely linked with the intended form of the olgaifict, ond, incidentally, 
with the producer's desire to nove froci a 'socdological!. toa Insychological' 


. analyoia of the. charactor during me course of the fiin. 


Ona last point to make in this poction concerns oyo-contact. Considerable - 


. care: pes heen taken while filning din locations guch ag pubs and: hospitals 


to. ¢ onsure that trea! poopie who wore in shot did nat look: ddrectly at 


‘the camera. Ao ft nention above, the reason. for talding ‘such. care wan ‘that 


people's natural. curfoaity of the canera. would appear on flin as a direct . 


; Pease towards tho ouddonces Not only would a viewer then tend to be 


distracted avay fron tho central action tovands the source of that cane, 


but ito very exintence would | begin to imply that tho. viever vas watching — 


a fino) ovente Part of tho contract of realicw would: consoquontly have 


boon breachad, and ite’ coherence ruptured prociacly because of tho 
correspondence botvecn a f4lned stare to caern and tho netunl events . 
‘Talcing a photograph of oneself in a mirror carricd‘a cinilar conse of 


having Yelven tho ns. avay' when the canera itself isin chot.e The 


“producer, could have deliborately. ‘encourared ouch: eyeecontact: as 8 


coe, film, but in fact thore is none to cpealt of, 


below in order to locate their positions. 


double-blufe durdngs tho tcinémaevérita! passages towards the end of. the : 


Tn the firnt. two parts there — 
ord, however, sone: instances: of direct stares to camera which are Listed 


Tho reacon for locating these | 


OT eae ae 
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occurrences is that the sample audience cited differcnt passages in 
DUNY as being nore or less realistic than others, and the existence 
of stares to camera may be a contributory factor in such judgonents. 


Eyo contact 
( «Fe = Fleeting, -S- = Sustained) 


Part Ono | ae 2 a 
1 > aa ANAT . & fo se 


(8) Football een 52 «Fa 

- (41) 53 at school: Boy in background -F- 

(19) Swimaing baths: Man in audience foreground =Fs 

(22) Wage packet: Ladies in background -S-* <a 

(23) Foirground: Teddy-boy bobind "Ian' and 'Sandra' at rifle 
stall afe ond te in background at Notedog staff. oe 


Part Two 


(34) Hospital: Saat behind ‘Tan's! Dad end the policecan «Fae 
“( 36) Pub: People in background -Fe 


(47) Club (shtg strip): Lady behind and between tSandrat and and "Ray? at cee 
ie Vedding: Passer=by «i= 


The ladies in the background beats may bo Looking ‘tovards the central 
action, but tho angle is cuch that direct eye-contact is possible. | 
*¢ Tis lndy's stare is eae proninent. 
The text: preferred reading — ; 
Objective statements can be nade about the fabric of the fin, and 
. classificatory schozes can be drawn up in order ‘ochwnlved how it is 
possible for a film like DUMMY to convey meaning, but tho notion of — 


the meaning itself boing objective remains open to. refutations That in . 


why the attention now needs to be chifted away fron: the signifiers and 
. back to tho signified at that point on the contin between manifest 


a and latent content where the producer intended particular moaninga to 
cohere asa text. = _ 2 : 


“At ony given position 4n tho filn this point 4a where the eeiesee Gudeon” 


that a sign had twarked! OF would work given the application of - 


te 


‘comon sense’ to the process of understanding the fila. It is 
thereforo tho point at which intersubjectivity was Reed to bo. 
operating at its strongest lovel, civen the producer's theoretical “ 
understanding of tho linits of that intersubjectivity (hin senso of © 
vhat is comion) and his intention to communicate a message to a masa 


nudionce. 


the different vaya in which that theory can be worked out within the 
context of the practices and structures of production aro the logitinate 
cubjoct of a proceasual study, just as the results of that theory ore — 
the eubject of a textual analysing but a study.of tho realisation of 

that theory demands o cembination of the twos Tho following few pages | 
therefore outline cone of the means by which it was possible for the filn 
to sales moaning and some of the meaning which was intended theroin, 


It would be perfectly possible ‘to run throuph the entire filn, explicating | 
the intended meaning of cach individual cig within taven co-ordinates, 
but for the cake of brevity I have confirmed nyolf toa colection of | 
passages fron the film in order to demonstrate the logic of which the 
producer formed the hypothesis that 4t would be readily understood by 

_ his aud tenes It must be remenbercd, however, that the filn was 
intended to bo viewed as a wnate( “aoa gestalt with qualities different 
fron thone of ita components ocparately conoidered. - Thus the Ceneral 
intention of building up a feeling of sympathy for "Sondra! is a 
function of the whole filny even though particular events can be nicked a 

out ac compononts of that function. Tho audience. atuty wilt lool: at 
underatandinca of both thece peretculee: and cenoral intentions and 

. the way they wore encoded within tho text, but for the nowent the focus » 


remains upon tho intended atecente of polected passages; passages about 


which specific questions wero acked in the audience study. 


In running through these passages the catétvationad aspects | (enees the 
signifieds appear to exert a doternining influence upon the forn of the 
signifiers) have becn broadly separated from the arbitrary aspects 
(where the constraint or motivation of tho oignitied upon tho cipnifier | 
4s woaker or more conventionalised). The eo for so doing is to 
explicate sone of the associative or paradignuatic dimensions of tho 
structure which the producer expected his audience to be able to aseplac | 
Sindlarly, Notz'sa ‘Grande syntagmatique' has been enployed in order to : 


provide a vocabulary whon dicengaging the conbinativo or syntagmatic 
dinensions of the sae as a norrative.e 


Thus the left-hand colun in the following pares represents. the intended. | 
diecesis of the films the om of its denotation plus the preferred range | : 
‘of connotation organised within the producer's ‘comaon senso! iconclory. 
The middle column then Mista none of the more clearly synbolic elements 
of the sound and image tracks, and the right-hand coliaa describes the 
kind of links used between segments to form a narratives 
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This section has delved behind the practical operation of aagotecaay era . 
televicion filnenoking te discuss how + worlting with a saebae of ray. | 
naterials of expresaion - - signs can be selected and organined within eres bi 
in a narrative forte cer tho. use of ceveral e: canples underpinned by. tho’ os 
| experience of the pioauetion) aay: the attemt has alco been nade’ ta 
outline how these signs were intended to be decoded as ‘part of the | . 
. realication ofa cocial theorye This theory enabled tho producer to proceed” 
on the basis that his fila would be understood; that is to cay his uso of an ~~ 
tho. row materials was anmued to ‘be to all intents ‘and purposes the rosa | 
as the use to which they vould be put by his audioncas | That was the point © 
‘ of vorking with the material wuntil it worked; until’ dt ansuned a selfs 
: peanee which transcende! tho fact of its esantruction, 


a This theory asouncs that a egmetry of Peer and decoding ts possible, 
firstly batween an individual and an audionce, ond socordly between tho 
‘producer and the mass audience. In this particular casa tho pied. 


. . ascunption 4c that there is a goneralisable code of resemblance; a code | 


_vbtch is realim, tho use of aps Be peureeee! tho. audience! e predopoottion 
to use it too. : 


the next section aims to broadly test this hypothesta, not through an 
tobjective’ critique of tho Ruts, bat through an examination of an audience's 
een of the syotes of representation caployed. 
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Tnbradaction 
octaaieey ene aee tenet Re imap 


Retvend She colt tiers e) ee tseritiog wich 2 heave waco in uritine . 
the Lest feu huncost maret 3 in that comcone other than rmysolf is 
poing to reed Sher. “orlinc on that nssimmtion © hove mda une 
of certain rules to vies To allso acme a reader uedkd lurve accces 
miles which vould cnvule hin ox her to construct a medcl of ay 


bs 


tte 
intended mennine. Tohare, for or ciple, uced eats ce 


“a a bet 


zr 


cen composed of 
WoDcG armas eed in trontient ormier for tha most rart, and vhore I 


2 heute used ywerds w et 


aN 


wir 


with vordo which noe, or tadeh I acstrie ere in cocoon unce | 


ince you are now rorcirs this, ay first noouysd fess ceild coon to 


have cone crowuline; in fect, but the adecuacy of pour model of oy 


ntended meanins cannot va so eanlly tested = leartices: fron the 


wet Rede 5 


text itself. Uritine to tert of a thesdin is, ho: very A special 


fiwtiee © ie 


kind of cormnication in ro far an the preeens siece sone of the 


SS 


nevantages of face-to-face ovehanges, that in, I tev> » certain 


erount of infowrntdos abut the Uikely mature of 


ets kid 


La blt ay yes fate eed tet Sree z. art 


therefore tailor ty Alaa aft Isancunce eecordinet«: Tey gk 


nepotiata =~ abbeolt tytts eetly ~ a proferred 


1 dnkemrctatiste 


rn, Le z le 
ine poler opposite of thin da the preblen whack faccd tha HE 


ahr ha 


mo wanted to incluvo a tus are here! nonsase ie 


2 not be in commen une Ecsvo ocpladned thea | 


bad ora MIS Le noo and Cou 


tio NASA sofdentists 


at Ak GT oS “holy ir spacon 


probess. This porticulas prove would evontually ones the 
amd might one dag ue focal by on dntellipent ovtratcrrestial, 
was therefore afficed to tho body of the spacceraft 
mitling draving of a man and a wonan plus a sinle chert 


ate tara ay & 


solar cnyatea 
A monsage. 
the fern of an 


t of ow planctary : 


stern in order to cay: tits is vint we lool: likes, and thi in tore 


wo Llive!. Ghe mrs 


‘len in Sroning this res nage wns, of ceurne, that - 
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tho nature of the audience was completely uimom, although the 


sefentiste apparently assumed that on alien being would at least 
know which way round to hold the picture. . 


Tho production of a television programme lics somewhere in betuoons — 

_A producer han the consolation that his or her audience is likely 

to be human, but doca not havo accecs to the kind of feedback mechanicas . 
experienced in face-to-face encounters through which the fors ‘of. 

the message can be nodified as it is being comumicated in ontor to 


produco sone form of eutual Imowledge. 


As a recult there is likely to be a good deal of uncertainty about 

the audienco, an wisertainty which io wilikoly to bo relieved during | 
the making of a programe by ratings which are gathered aftcrvarda. . 
Ratings and other forns of conventional audience research may in any 
case doliver very little data about whether a proprame was understood — 
dn the way that a producer wanted 4t to be (or by whoa) and aro very 
often used puroly for profussional juntification in terns of popularity 
and track-records os for corporate commercial interests. Even vhon | 
nore corious feedback is tapped through Audience Neaction Indices or 
spocially~comissioned reports there is no guarantee that individual 
producers will ceo tho results. The BIC, for exoxple, produced a | 
relatively wide-ranging report on audience reactions to the controversial - 
programe THE FAMILY, on which DUMMY's producer was co-director, and - 
get ho had never officially been given a ‘CORys 


NeGuntl (1969: pp 75-84) locates four anin obstacles Gotuaen tho. 
producer and the audience. These are the cheer aizo of media 
organisations, tho backgrounds of the producers thensolvea (in Sain 
gencrally middle-class, articulate folk), the innability of producers: 
to oolect porticular audiences and the linited a poondllltty of gaining © 
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tha kind of feedback mentioned above. To this list Fiske and fartley 
(1978: pp 109-126) add that the tolevicion mediua is characteristically 
oral rather than literate in mode , whereas it serves a nociety ‘whose 
dnvestnent in the nodes of thought associated with Literacy ds very 
great? (ibid. 159). | 


Tha uncertainty witch ia ponerated can lead to n mmber of dofensive 
responses. M!etuail cites 'paternalicn' as being one such response, 
where overyona is lumped together as a mass como what may. (Stuart 
Holl. has proposed tho Mass Viewing Unit no a tera to describe any 
individual in this miso). Elisott (1972: pp 144-167) ‘eatinfyingly 
rejecta true masa communications as a contradiction in terns, but 
programme controllers havo the option of 'cpecialisation’ where a - 
groat diversity of programs aro produced for as nany identifiable 
audiences og ponsible. Vith regard to individual programmes one could 
advance the notion of redundancy as n fora of specialination hora, — | 
meaning that the sono baste nessage can be put dn cevoral different 

wayo during the course of a procrasmo in ardor to allow for different . 
nodes of understanding. In DUaY, for exarple, the fact of "Sondratot 
deafnecs could bo understood according to the linsuintic subcode of 

the "Consultant's! specialised Jargon ‘che in profoundly deaf!. 
Altornatively, her deafness could be gunged fron tho child's failure 
to react to the jug brealcing, froa her attendance at a special nehooty 
° har todd! cpecch and so one Deyond this otratery a producer nay | 
sonetines retreat into journalistic ideolocy, ctressing hin entonay 

ond independence an a 'profeaoional! defence ogainst a perceived | 
requirenent to provide for a disparate audience. Lastly, HeQuail offers: 


rape gered 
* , 


~ nf 
“ 


Iritualion! as a pocsiblo defense, where the producer nimply uses. 


tricd and tested, routinisod methods to produce formulaic procramen - 


such as CROSSROADS or the inmrmorable Hanna-Lerbera adventure _ 
cartoons. (To bo fair to CROSSROADS, 4t docs xecolve a lorce nail 
fron loyal. viowers, co its producers can be said to be rather 


Lenn uncertain about the audience than many other programie-rakers). | 


{nother rosponze which could be added as o variation of tnaternalicn! 
is that suggested by WW12%'s witcr, that ia to ignore the audience | 
altogether. Thin may turn out to be the most tenable arrangement for 
pomeons actually engaged in typing out a screenplay in view of the 

anhorently stressful nature of the tack, but nn nudionce mst alvays — 
bo inplicitly posited by a uriter Lf casumication is denired. The . 
eaniesion of any audience into the argunent then poses problens of 


otratery wiieh prefipure the above discucsion of orlontations tovards 
tho audionca. 


A Crontivo fudionce 


In worldng with tho ray natorials of ezprencion a writer or producer 
can scck to produce autonomous objects of his er her oun invention, 
reflections of the real world or a nixture of bothe A photographic 
inage, for exemple, can be intended as an objet dart in ite om right, 


es a docuzontary record of an object in tho world er aa a record of puch. 


nn object which is at the cane tine aeathotically uniquie If the 
producer also wishes to cammmicate any of theno expressions to an : 
cudienco he or cho mist take account of the fact that the materials 
of expression become, for an audience, materials of dnpressior and 
that there in Likely to bo a difference between thor, Indeed, 1t in 


the assumption that thers in cuch a difference which motivates the 
commmicative act in the first pes 


seem aren 
ma 
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“this notion nevertheless rejects the idea of there. being ony kind 

of Linear flow of printins §nforsation between a camumicator 

ord ean audience by positing the eudience as crentere It also 

refectn any necessary connection between tho identification of 

the meaning of a cocrninicative act by an audienco and ite intended os 
meaning. Furthoroore, as Giddens (19763158) points out: 


Hutual Imovledge ia not corrigible to the soctological 
observer, vio must draw upon it just as lny actors do 
in order to conecrata descriptions of their conducteee 


eee 4n 00 for as ouch "mowledge’eee can be represented 
ao "somonsense?, as a ceries of factual bolicfs, it is 
in principle open to confirmation or otherwice in the . 
light of cocinl scientific onalyals. 


However’, 


The relevance of these bald statencnts needs to be explicated, bearing | 
in mind tho documentary nature of the propramie under consideration, 


and thio task can be begun by quoting Giddens? cucmary conclusion 
to New rules of Sociological Nothod (p155) 


eoe tha social world, unlike the world of nature, has 
to be grasped as a aicilled accosplichwont of active 
Inman subjects; tho constitution of this world as 
‘meaningful’, ‘accountable! ar Mintollicible! depends 
upon lnnguare, regarded however not simply as a syaten 
of nigns or oynboln but as a medium of practical . 
activity; tho social oclentict of necessity draws 
upon the came sorts of ckille es thoco wisse conduct 
he secka to analyse in order to describe it; generating 
coscriptions of socinl conduct deponds upon the 

_ hermeneutic tack of penetrating tho fremes ef neaning 
which lay actors themselves draw upon in constituting 
and reconstituting the social world. , 


It is conceded that wo do not produce the world of natine, bat wo 

do produce the way in which naturo is apprehended. ‘Thus while the ; 
differences in cogaitive style, mathod and porspoctive teleeincmekentatiny. 
philogophical or artistic modes of hunan Imouledge should not be | 


confounded (seo Luckmann, 1978311) cach of these remain human medea and a2 


ean therefore be cecn as being engaged dn escontially the sano Soe as 


| of surrounding experience with context such that it ceases ta be simply . 


consatLone 


tae 
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Tre point in that the production of a television programe involves 
such contextualications tooy modes of knowledge which are of 
particulaxs interest when they are applied to the real world since 
n ‘mass communicator! in then seeking to float these modes an ~ 
public currency in the public ecctar. However, in using that 
currency a producer may be operating two hypetheses, tho first 
being an ontological hypothesis about tho nature of reality and 


the second being a soclological hypothesis about the understanding © . 
of that reality. | . 


Voriding within the bounds of the first hypothosis q producer may ceck 
to reproduce indoxically the a priori nature of a situation by 
circucventing his ar her ow expression and allowing reality to 
leave ~ in Anére Rerin's terug - direct tracings upon the celluloid. - 
Reality is hero allowed to leave its impression directly upon the | 
‘film to becere tho materinl of impression for an audience without, that 
in, having first beon adulterated by being the producerta naterial 
of expresaion. As Bazin (1967313) says: 7 

The objective nature of photography confern on ita. 

quality of credibility absent froa ol) other picture- _ 

rakingeese We are forced to accept as real ths existence 

of the object reproduced, actually ropresentod, set _ 

_ before us, that is to say, in tine and epace, es 

in operating the sccond hypothesis tho producer builds iconic or 
eyabolic models of reality of which the degree of issnorphim or 
authonticity 1s assumed to be very high for an audience, which 


ricans fer the cudienco in genoral terns. 
“The firct hypothesta dg ultinately untenable because it dependa upon - 
tho eccond. Vhatever olse reality may possess it doce not prssoss: 


meaning, 60 a telovinion programe can comnmitate messages about the _ | a 
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real world, but it con never 'cormmmicate! the world itself because 
tho natural world commmicates nothing. It has no pipnificance 
indepandent of that viuleh is assigned to it by pocple, co the manner 
in vhich a comnnication relates to its object lics in the renner | 


in wich people do that relating. 


Doth of the hypotheses cai Be operated within a theary about the 
real world in the forn of a cemamication, but neither therefore 
‘Leads to a conveyance of reality iteclf, As Inamucl fant pointed | 
cut, on audience as subfect Produces possihle Objects of knowledge 
fron his or her rateriols of dzpresston (idich in thin ease happen 
ta dnslude o televined drana-docunontary), not objects of reality, 


for perception only produses the modo in whieh reality nppears to Use 


That moda renains thearotical, but in being only theeretically objective | 
it ds alse creative. If objects of knowledge ere provisional 
undoratandings of reality which aro open to rovinion or revolutionary 
clango in the face of other objects of knowledge it is because they 
represent possibility rather than actuality. Given the potentially 
infinite range of such possibilitica, any object of Imowledge produced 


by any subject would bo equally valid, or omually inyolid with respect - 
to any othor object of Inowledgoe 


‘Now to avold such rolativien would indeed be a ae aeueanticonetts - 
tat that is preeinely what poeple, pa active tasan subjects, hava — 
achieved in constructing the cocial world by coming to arbitrary 

_ agrocnents through languages Tho resulting reciprocity of perapectives 
produces f comonsense view of tho world; a senso of that which is 
commonly accepted to be tho current range of possibilities, Ita - 


production is also an eninently practical activity because it enabtes | 7 
_ us to control reality (by creating the principle that dt dg not 
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totally relativistic). Tho vaya in which social reality neintnins 
this control are co izportant that they become rules; a body of 
procedural knowledge vhich enables un to sco ~ as Wittgenstein 
vould say = "how to goon’, Daunan, (ibid. pp 195-7) argues that 
cuch control can tal:o the form of preventative barricra botween 
ourselves and untamed nature, 'civilieation! being "the teotineny 
of our efforts’, To build a house in order to Ieep out the rain 
4g an example of such effort, tut it is on unsubtle one, for hnman 


beings are canable of far nore cubtle neang of controle — As Bauman - 


contirucs? — 
Tho other fora ov efforts to prevent uncertainty my | 
take in agreement. Only a part of ‘outer reality! __ 
4s potcntinlly ancnable to this form of control, the - 
part which consists of other people. Sinco wo see 
then as replicas of ourselves, we cuppose that they, 
liko ourselves, can, if only thoy try hard enouch, 
abstain from behaving haphacardly, dec. fron creating 
e situation of uncertainty for the others. That 


is 
to ony, wo suppose that they can, by and lorre, control 
their tinner reality!. _ 


Thun we alco build housea of mtual knowledge as woll as bricks 
and morter in order to keep the wolf of relativice fron tha door; 
frenes of meaning which say pookt the idea of truth but which actually 
_ raly upoa practical conditions of agreenent such as those forazed 
as a result of the work of hintory or reasons | 


fbrocht Durer, for exarple, can bo said to havo nreduced an objact 

of uutual knowledge when he nade his fanous drawing'of a rhinocerous, 
Te executed thin draving on tho basia of a second-hand deneription ae a 
the beast and had never in fact ceen ono for hinnelf. ‘Perhaps as gq | 
result of this the artist added a pectoral horn vhich rhinocordi do 
not appear to actually poesoas. Durer's picture nevertheless came to 


be regardad as the dofinitive study such that evon curing the | 


ninsteonth century - vhen drawings were exesuted froa lif = tho 
‘anteal was ctill denictod with the extra horn. Less obviously, | . 
sono of Durer's idoas about perspective are still being token _ 

as a definitive modo of reprotucing three-dinonaionality in art 
and Graphic worko even though cuch forms of perspective are pure 
constructn (whero, as Berger cays - 1972116 ~ "the visible | 
world is arranged for the spectater as tho universe unas once - 
thought to be arranged far God!). 


fy the sane tolcen, reali in 2 televieton program? in a construct} 


Ito 'naturalness' arises not frog mature itself but | 

- from the fact that renlicn is the mode in which our 
particular culture prefers ite vitual condonsations to 
be caste (Fiske ond Hartley, ibide n160) 


It works as a theory about the world ond as Ps otratery towards a 
nudionce insofar on it subordinates ita om ntructure beneath ita 
oxploitation of the node 4n whitch poeple aro thought to perceive 
objects of Imowledg¢e during the course of overyday lifo. Ata 
wary cizple level, for example, cach shot in DY ia carafully — 
and coasclously constructed with the scnuie that cash dotail of } 
ths reality beforo the camera wan gubject to manipulations Cn the 
other hand, the canera itself was nearly alvnys placed at eye-levole 
The producer did not, in other worda, manipulate tho eomera by using 
Titcheockion overhead chote or, with one exception, soon shots because © 
people do not normally observe actions or conversations frea a point | 
on the codling or whllet cliding moothly tovards the protagontata. 


Realics can therefers be regarded as an essentially conservative node - 
of reprecentation, ecpecially when employed in a mans nediua, and 
ooo would go further in paying that the extent of its ubiquity is ; 


a measure of bourgeois doaination in cocdety. ‘hile the mode my to 


~ 


conservativa, or nore accurately nornative, , the very foniliarity 

of the fora cun novertheless be used to defentliarise content. 

By this I mean that realion, as a theory based upon a conventionally 
coded premine of bolicf ina earrameniease: betwen Mwork of art! 

and 'reality! can alco be used as a solf-refloxive moans of criticisn. . 


‘Zhe Language of roalisa ains to Ltontksy neat with poosibility 

but it never finally succeeds in doing so. If it did it could not 

be used to cocmtunicate anything, bocausc, as , Dousan (ibid, pl60) points 
out during his discussion of the work of Hartin Uekdenses the 

quostion what is <7) makes oense only when tho possibility that 'X 

can be doatlitns else has beon dissovored. Any nade of discourse 


night then be desoribed = aa Bismarck doneribed politics ~ an an 
art of the possible; or ag.a nediua of practical nativity in Giddena's 
terase In fact, Giddena argues (ibid, p42) that the structures: 
involved ‘ees mist not be conceptualined as singly placing constraints 
upon hunon agency, but as onabling!s On one level, for example, 

ths otructural constraints of tha production proceas enabled runny tn 
producor to nako a fila, but on a mora cubtle level thoy nlso enabled 
hin to exercise hin own creative autonoy by forcinc hiss to use 


existing natorinls in a new way - which ds as creative as hucaaity ~ 


_ fn much the eat way tho producer wanted to use his oun creation is 7 
bait for hin audience's creativity. Just as it is part of tho | 
poclologist's job to renind people that their vorld is a construct, - 
to produce case-studies by way of example and to criticise thoso | 
structures which moat obviously preclude accesa by the greatest — 
mmaber of diffarent points of view or forna of life, co it fa the 
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eritical filo-ralcor'n concern to ‘show ourselves to owselves'. 

It dn in everybody's interesta te do sa, cinco wo cannot exeludo 

the possibility of osc of those forus of life being right. vo 

have to be able to calo that discovery even if that discovery is 

not in fact achieved, watch is why particular structures of doainance © 
nocd to bo identified and critically exaained, The existence of 
censorship ‘in its varlow forms neoda, for exasple, to be open . 

to criticicn sines ia excluding "tha bad? it also devalues "the | 
good". Ono sagect of pornography in that 4t defines ovatica, just 
‘an tho existence of tha National Front in this country in sone . 

sense dafines the Bread Loft, and in the UeleeRe — ag Volosinov 
points out - nothoina in as unfroo ag roligion. 


Aothoioa, in other words, only makes senso when the poasibility ot 
religious exparlence is adaltted, just as ou understanding of 


'rhincecrous! results not in opite of Durerts draving, bat in part 
nocousa of ite | 


In a world in which that discovery (of possibility) could 
not be mada, thearetical kmowledce would not earings it 
would be unthinkable in a world in which all possiblities. 
wore identified with actuality. But ou world is not : 
cuch n world. fo bo exact, our exintence is specifically 
huaan oxintence, Masain*, only in so for as our world 
‘Ao not cuch a worlds Our world not being such o world, 

_ and our existence being huran, are in Lact two wordingn 
of the sano truth. In ag far as our existence io human, © 
the Inch ef identity betwocn poceibility ond actuality, = 
-end therefore theoretical Imowledge, is not just conceiv- 
able, tnt Incvitable. z ee 


~ ("Dasoin = oxistonce, ag in loideggor's central nessage 
' ‘Das Lasein ist soina Erechloosanhelit! ~ Ecistence 
is its om disclosure.) — 


So rays Emman (thidy pl6O) dn concluding that theory is our fate 


BD mya 


ea ne es 
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The theoretical question about the essence of things, 
whether articulated within realistic discourse (what 

are they in themscelves?), or in the empiricist 
discourse (how do they appear to us?), or ina . 
phenomenological one Chow do they exist in their node 
of being?), ts not a feat accomplished by the philosopher; ~ 
in its rough form it continually emerges, and cannot 
but emerge, in the very midst of our ordinary existence. 


Insofar as our existence is specifically human, any mutual Inowledge 
must therefore be represented as a serics of factual beliefa, an 
structures which Giddens points out are both a condition and a 
consequence of the production of interaction in enabling as well as | 
constraining human AZONCY o - As a constraint a series of factual 

beliefs or ponrosucsa practices involves what Giddens calls a. ‘horizon | 
of legitimacy'. Sinco, however, tho mative of such a horizon is 
conditional upon structures which are, in turn, only theoretically. 


objective (having been created by active human subjects) that horizon 
con, in principle, bo expanded. . 


That theoretical objectivity is a system of powor which specifically 
excludes those agencies which have the potential of disrupting or. 


undermining its potency. As Bauman (ibid, p96) cays, 


Normally there are types of people whom, like 
intractable nature, we prefer to keep out of boundse 
We usually prefer to separate alien races, criminals, — 
mentally insane, sometimes children or womens a 


One of the principal ways in which such agencies can be scaneisd” 
as part of the process of expansion is to use a mode for producing 
normative models of reality in such a way Chak both forms of lite 
(the "legitimate! and the Niegitinate!) can be accomodated. 
‘Giddens says that one of the primary tasks of sociological analysia | 
is the hernencutic explication and mediation of divergent forns of 


life within the descriptive metalanguages of social sciences If one 


wee Perse 
. eos % 


substitutes 'docuicntary finecaking g! for "socdal ccienca’y and 

posits 'realica' aa o mctalancuace thon the underlying strategy of : = 
a fila Like DUST begins to surface. | PENS TE 
To roturn to ny opening romarks in this section, a produce: can 

be caid to bo uncertain about the nature of tho audience, but he . 

can be sure that any audience will interprot hin filn according 

to tha rules of a for of life. Mot Imowing what that torn of 
“Uife might be in ae given instance, the most obvious ctratecy 

io to try to contest the centre by constructins nn idcal-typical 

ework throuch wile: the producer can denand an oncaceaent in 

discouwres of thosa who adhere to mich a conventionally coded preaise | 

of belie? with tho object of that velict. Hence the systen of 
‘signs and syzbals exployed ina fila Like DUI can be anployed ; 

as a pediin of practical notivity witch depends upon the posalbility 
. of gaining concerted action for autonomous mabjecta under conditions 


in wile such action ta not autonatically ancurcd. 


The eritieal filn-cakerto tani: ds thorofare, like the noctologist's, 

that of ponctrating tho francs of meaning ubich lay dekoee draw upon 

in conatituting and recoastituting the coclal world (ouch aa those | 
fraseo of meaning which control by exclusion the uncertainty - | 
generated hy those people who ere unable to communicate normally ~ 

people Miko "Sandra'). Tho next stage in tho task do then to radiate 

thong frases of neaning refloxively within a notaLanguace such a3 
realicn in order to enable poople to gain an equal chance of participating © 
ina fora of eoncerted action based not upon a ‘Given ctructure: of 

jes Annee: but upon en eralisable intercats! or fnecds that can be 
-ccemmicatively shared! (abernes 19761108). A nova con then be. : 


rade tovards obtaining the "expansion of the morcins of tolerance! 


enelins ieeeetenemnen 


which vas the producer's avowad intention in oalding DUI, by osabling ~~ 
society-as~audionce to comit an opcration upon itself in resuiring » 
that: 

eee the grounds of validity of the actloa-orientsd 

meanings are ciscunsed openly and that they ore 


dincussed, with cqual rights, by all concerned. 
(Dawns, Sbid peokh) 


Shore ds ono nofax problen here, uhich is the “dwhility of siete ee 
tho victous hermeneutic circle viich recults frou the Inck ef a 
context-indcpendent form: of understanding. For as Giddens pointe 

out, cocinl, ncLonce = and I sould add, fin docunonterim - can 

equally voll be a potentinl dinstrunont of dorrination as a potential . 
inntmernt of the expannioa of rational nutonar of actions This, 
however, ia an argent for continuous solf-criticion by socloloninta - 
nnd fLne-nakern during the procenn of nepotlating apreemonta about | 
that ntands for truth. It in not of itself an arcunent towards tho 
establiniient of a conspiracy theory becausa an Interrogator vould 

firct have to find hinsalf a context-indopondent platform. 


Ia gimary, a mass modin preducer's Dundasental uncertainty about any 
audiences has to te tackled before discussing his ctratacy toumds 

any particulnr audicace, that wicertainty bedns rooted in a lack 
of necessary control over an audience's creativity - and therefore aa 
of their perception of his intentions. Lven when sccleing to Seriack 
the real world a producer cannot turn to that sales os a truly 
objective arbiter, co the alternative ia to rake usc of arbitrary 
agrecnents which people have nade about reality throuch lancuncee - | 
Consclously or otheruisa a distinction therefore has to be rade 


batwean senne and reference in employing the rules of social life | 
through which mutual Imewledge can be constructeds In co doing, 


TUMTis mreduser uo alco cicing to criticize those rules by 
ucizg on audienceto creativity as its am catalyst in mn process 
of expansion. dc the producer said, he wanted pceple to underatond 
trentrats! story ac a norrative, but be aleo wanted people te discusa ies 
4t with other poosle fin tho pub, or at work the noxt eay',. There 
moeded, therefore, to bo on basis for diceuesiony a reilt-in 

possibility of dccoce-varinance to enable the fin to operate es 

n medi of practical activity, tut not an a mediun of ronion 

activity. In order to foreclose tho range of concluntens viuieh 

could be drewa fron tha Ziln the producer therefcra hard to be able 

to penetrate potentially ccarata frames of moaning snd to rodiate 

these within a Languas? viulch had both a referential and a 

7 notnlinguintic fimction. Tho filmy in other words, wis intended 


to be read ac both a true story and an a nessece about truths 


The central quention to bo asted ina ctudy of the nudience conmaquently 
concerns the nature of the practical activity modinted by praduct 
Liko DOMY sivon ‘ha possibility of that medintion throush a cynten 

of oigise How, for dnataice, wore people disposed to mate ine of 

the propor, atl how for oc to vihat decoece was that use anticipated 
| uy the producer? Did ke euffictontly goneraliss the tuntene - 
cateraination! of exch cound or Lnago te enable an guclonee to ereate 
coherent objects of knovledso, and how esrmotrical were ins re 
reletion to the producorta objects of imowlodgo and thons of other - 
people? In addition, om can asi: viethor people wore able to make une 
ef tho form dn erdor to perceive the content an authentic, end how 
far Wandral, for oreple, was accommodated within different rae 


of Uifo as a sycpathstic character piven her potential typification | 


ga being beyond the Minits of toleraace. Cintlarly, one can 
exestine the degree to ubich the fila uns extracted froa tha 
'nocaie of television propraswing!. Tho producer specifically . 
gtated that ono of his intentions was 'to chock’, wiich may be’ 
taken ag a decive to produce a gustalt chift, or ag Schuts would 
aay, a change fraa the code of Cubuunden to Vorhandeny 9 to sink - 


degrea did such a change occur? 


‘these and other questions form the basis of a otudy of on sudtenco 
vinich was undertalcen during and after the transalueton of TIM, 
the nethodology and recults of waich are sot out below, . 


aw 
i 


a a : we 
Vat on oudienca did with roy 
No telovicion producer could expect everyans to underotand hin 
programmes in precisely tho manner ha wanted then to, but every 
tolevision producer expects a Largs proportion of tho audionce . 


ta broadly grasp the point he tn making or the fooling ho ganted : 


to generates That - money and status oxcepted - inn peiary reason - 


for working in a sacs mediua in the first place. In exusining the 
grounds for such an expcctation 4t ig therefore ysefl to acc 
he opposite and to worl: froa the hypothesin that every nonker of 
' the audience would understand LUO differently. 


If ona regards people as active hwian subjecto whoso fate 4¢ io to” 


continually create and re-create their world then one rust also 
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abandon the notion of any direct kind of atimulua-response relationship» 


between objoct and subject and tina nove avy sron lincar theories - 


of commmaication waich would cupport the abeve expectations. FProplo 


do nat yhovever, create their world independently end exe aot freo : 
to use a television programe in a couplotely randoz or aalavteto : 
way,us, for exaxiplay a cource of tho cratification of needs. It. 
is by means of people'a 'dinpondtion to react to languarce! (caine) 
which may be derived fron resources and conditions tof vnich 

they aro unavare ai perceive only dimly’ (Giddens) that reality |. 
(including telovisios) becenea a "coherent view of experie ence 
vinich io hold by individwils ex groups! (Kroiling) ond thus a 
ctonds for a corrospontonce wit’ truthe Indeed, 4& fo only through.” — 
interpretation that ue are able to hear at all (Micocus) and it. 


is only through coxmucation betwen nen that ddcas cose into 


axistonso (Fewrbac va: 


If the rolationahip botweeny cay, a realintic television prograsie 
and 4ts object is thon taken to be a relationship between the 
uyaten of ronresentation caployed and a oysten wich people taloy 
er arg thought ‘to taza, for granted the opamationalisation of the 
primary hypothosis would therefore nocd to be able to tata account 


of such a systeite 


In this otudy I have therefore allowd for tha possibility of 

everyone understanding TU differently whilst allowing any clusters - 
_ af agreement to curface. In as rich aa it $# possible to lecate auch 
elustera it is leo thon ponaible to tegin to rocomieet the Links 

between social and cultural processes which tends to be severed by 

| regarding a slyneoynten os a context -independent Lexicon. Truly : 
commmnientive processea may prefer ono semantic decain over another 
tut they rely on con tosctedenendoncy; om tho pocaibility of thearye 
building on the part of an nudienco, Now dt is quite poanible for |. 


es 


everyone to arrive at the cane theory, and it tan the pasceiecia 
intention that this would bs the case with respect to LA, in 
addition to which he hoped that such a theory would be consonant 

with hin am. It is also poscible that evaryone could orrivo 

at the sane theory by different routeny routes wich could equally - 


“yoLL lead an audience to another destination. 


rita cc bees easy Matteo eb Co aedinatton wn os the Sea se 
social léfo, and aa responses to these conditions they havo been 
categorised by Foricin (1972) in terms of three 'coaning cyotens A 
lienco the dasinant, cubordinate and radical systens identified by 
_.Farkin encamans deferential os aspirational, accamodative ar 

nopotiated and oppositional reaponses to those conditions; any 

of which might bo used when docading a tolevision neonage. | stuart 
“all, has 4a fact ddentifiod uch responses as the basia for both 

cncoding and decoding processes, arguing that (1975312): 


eos to clarify a 'edoundernteandine! at the donotative 
Level, wo nocd primarily to refer to the iecanent 
world of the sip and its codes. Init to clarify and 
rosdlvc 'nicundorstanding' at tho level of comotation, 
we munt refor, throuch the codes to tho rules of social 
life, of history anc life-situation, of ccononte oa: 
political powcr, and, ultinately, of idsolozy. 


the reason why Holl han put 'ofounderstandingt botien inverted cormas — 
is that ho dleagrees with tha usaco of the werd wien it dnmlies 
toulty? or ‘urons! underntandine beyond that of stroight error. Dy 
totraight error! I moan the kind of nintol:e cowone micnt male in 
thinking I'd cadd'I"ve relioved th: dog! whos I actually naid 'Z 
believe in Godt, Beyond that level, tho Sass of misunderstanding 
becoaen at best nenningless, om at its mt partisan. Yor et Fall | 
| cays (ibid p27): 


Zo interpret what aro in fact coscatial clenenta in 
the oycteratic distortiona of a notlo-carmmientions | 
aycton os if (they wero) technical faults in 

trenmibosion in to misread a teep-obtructure protens fer 
n surface plienoscnone 


fms to understand DRI as being about a girl who decorved everything . ; 
che pot in not to miminderstand th? prodnesr's inteation that cho 

was to oome decree a victin of circumstancen boyond her controle tt 

' 4n to understand that intention through the use of a difforent: 
meaning syste: or societal porcpective which has enabled its user 

to negotinte or oppose the proferred systeme ‘Tho fact that [Uy 

can be said to have already been encoded within tho radical ayoten 

in co far aa it uns promoting an cppositional ronpoase to inequality 

doce not therefore uean that it could not ba eecodod as part of tho. 
deainant oysten. Simply ty being ton telovinion' tho propre. could | - 
fave been regarded nt a double-blutt on bohale of the establistsionts 
Crohasa iurdock, for oxmzple, dalijtits in using the example of a regularly- 
achoduled "Drotelsy hour’ oa national WV as a oxansa of deflating the 

power of a radical aystom by accemmodating 1% within a deainant one. 
Sinilarly, 4t vould not bo inpoasible to regard DUI dn toto as an 
orguncnt for cuthanasine Ghat 1s ana reason as tho mers 

nooded to be seen on boing different, and alno why 'Snnirat needed of 
ta ba "elnved back® (to use Ficko & artley'a tern again) into central 
focus ag a “syupathatic character} a character basically Lice nats a ae : 


In ardor to lock at tho extent of the boundaries of tedvdoc tivity! 

with respeot to the audience's understanding of the Min ext its 
nycnotry with respect t9 sho producer's intentions Z have Gieeracs’ 
pommed that objectivity to be based upon a cerice of factual beliefs re 
3 mediated by societal perspectives. In tts modifying. tho Anita 


mm <5 


hypothesis (that evoryona would undarstand the programs differently) __ 
a means by which cuch perspectives could be located has also docn 


eccomodated within the recearch designe - 


Kethodolory 


euetecinireemieeanectnins 


The audience otudy was rot intended to be a cogprehensive survey of © : 
the thirtecn million or so people whe watched LUNY, nor do I offer , | 
the rosults os more than a brief indication of possible understandings 
which people held. In being able to isolate certain factors which | 
ray havo oriented respondents! understanding of the prograxie the 

cata collected from a mall cample survey and three discussion groups 
roverthelesa enables one to craw a number of conclusions about tho 


nature of the practical activity in which an audience can be engepede 


Thooe factors wore the ‘moaning cystens’ or socictal perspectives 
mentioned abovo, people's local knowledge of the subject-matter of the 
programe and their 'profornional! oxpericnce of film ond tolevisione 


3. Soelatal porovectivec 


In tenting a relationship botwocn soclotal perspectives and different _ 
recponses to the precrasie I kave looked at clase in itcelf, in so . 
fer us thin can be ccterminsd by a simple division by occupation end 

in as much as the objective exintence of class cives rico to related : 
responses to class for itself within the principle oeatuayatens 
‘eategorised by Perkins Although this approach ray lacl: eng teiay. ths 


recources available for n modest survey can still, es will be shown, 
deliver significant correlations. 


A postal turvey yas chocen as the main vehicle Zor a ptructured questionaire 


chiefly for reasons of cost, but also because thin moant that a respectable 


gcacple of the audience could be quecitose da aS the one tins 
tine was intended to Ur “uct of the trammicsion ef the prograsie, it 
being important to catiics people's responses oith sy dsnedintely 
Stor trunomicsion or very coon aftervards in om is to eliminate the 
poceibility of too much media ed discussion Spon much rigann ag 


press coxiont. 


In nounthig a postal survey there wan, howovar, a conser of pre- 


neraitiaing respondents either to tho progranw itself or to che 


Ye nd te nly | 


veotions about ite Tho survey was therefore conducted ad follow. 
Firstly a randoa casple was gensrated (12200) frog the olectoral 
recistora dn two citica (Ledcoster aid tradferd) with cqual mubors boing 


dvaum fron the beoad catcporles of 'naminlt ant —_ ees | oceupationne 


This division was cbtained according to the City. Yloming Offices" _ 


distribution of caclo-ccononte proups by vacd, enabling: a canplo to ba | 


dravwa frou titose ds with the hishes’ and lowest concontratt 2 of 


either caterory., In Lebcoster, for onaple, Poke of Knighton yards 


voting popilation wore 'non~conual! people, uhercas only MO.1e of 


Latimer ward's population were in this cabegory. nie classification 


was then usod as a vorteing guide and later checked by a question abaut 
eccupation in the curvey itsolf, 


cn cont a lettar nbout a” 
week bofare WIDY's transnisnioa. This letter basically. asked people 


Naving salected a catple, cach porson wag the: 


ta watch TIV batween cortain hours on the appropriate nicht and cave 
advance warning that o questionnaire would follov in duo wanes jab ee 
did not spacifically mention DC, nor did it pivo my hint about ne 
rind of quostiona which nicht bo aokede | 
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The quentionraires themsolves vere then posted, together with a 

covering letter, such that people would receive then on the morning 

after tranmuiccion, ‘tho rick of pro-censitication was thus larcely 
averted, even if at tho expenso of Fete ws spentanolty; nad tho overall | 
respoase rate proved to be quite respectable for this kind of operation. | 
Over a half of the questionnaires wore in fast roturacd, of Wiich 905 — 
wore at Least partially uscablo. Several people, for instance, wore 
only ablo to uatch part of tho prosratie, others foiled to annyer all aoa. 
tho questions ond there were at Least two people who were blind and - 
thorafore ablo anly to oten. ‘Bulrty-neven percent of the camplo © 
navertholesa returned fully cocploted quostiomaires despite the fact 
that reminder lettera vere not sent and this response can be reparded 

Ba aa average to food for a postal aurvey (noe Nocer, 19581179). Reminder 
letters were not sont out because it uas folt that undue dolay in © 
returning the questionnaires would already have vrocked sone of the 
purpose of tha curvoy in that a "late respondent! nicht then have been 


rononbering noticos in tho preas or coments from friends rather than 
the programe itself. | 


A postal survey necessarily inpores povere posiioliena upon tha nature 

aad extent of questions, particularly when one is concentrating upon 

the understanding of a single telovinion prograrsa. Thore is a difference, | 
for instanca, in understanding socething ond being able to givo on 

account of it, lot alone being able ta givo an ahooune in terns of | 

yos/no responsese Tho nature of tho questions thorefore had to te 

carefully controlled, but in an experinontal sense of tho vord the rata 
control remained tho proferred understanding of different parts of the . 
programma en diccovered during tho production study. Tho closed queotions . 
an the questionnaire vere therefore francd with respect to various ale 


oy yet! “geal oe , 
3 
. & ? & 
. @ 
‘ . 


of tho characterization and narrative which vore Ino, to “a Sn eat 
ieportant media of the producer's intentions, and a large proportion 

of the questions wore left more open-ended in order to enable ~ 
respondents to pick up particular cues providing that a certain 
dorros of information had boon derived froa the film dtsolf. 


- In recognising the linitations of macroanalysia two dincussion groups ae 

wore alno organiaed at the tine of transaiscion, hese wore cathored a 

according to an oquivetent deterainntion of class, cach croup consinting ae 

of eight people ho watched DUMMY off-nir in the company of myself and 

o colloacuo (in two oceparate Leeatioss). Both of these croupa wors 
‘asked the sano questions as the postal paola but they were also 

. givon tho opportunity to discuss the programe nt Longth in a for less | 

ctructured manner, Theoe discussions were tape-recorded and provide | 

a much more dotaiied insight of understandings formed which can then 


be used os an adjunct to tho nain survoye | 


Local Knowled ro 


erctaane cnarepecunetempeannesratint acts 


Countleecs different factors could have oriented people's senponne to | 
TMI. Deaf people, preatitutes, rocinl workers er doctors could all | 
have provided interesting data, but their inclusion in the present study 
would have extended 4ta ncopo beyond the bounds of practicabllitys 

Two specific factora were, hovever, included in the plan, the first. 
being local Imouledco, DUIIY had been made entirely on taeateed in 


 ‘feadford, and the original girl's atory had boon guite oxtenaivoly 


covered by the Local presse In addition, prostitution can be aid to | 
have beon particularly ‘visible! in Bradford. Thio ds not colely because 
of the existence of a woll-knowm red-light aren in tho city (Leicostor - | 
hes one too) but also because of the "Yorkshire ripper* cases involving 


prostitutes who have lived in the Dradford-Leeds aren. It might therefore tes 


* 
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be reasonable to typotheaina that viewers ivi in Bradford ray have ne 
pre-judged sone of the issuss raised in DUCK. Ualf of the postal 
murvey vas consequently conducted in that city in order to be able 


to pick up a 'nearnces/renotenecs! factor in the overall recponsde ea 
Professional omortierce 


qhe pecond foctar included in the reacarch was related to tho ; 
hypothenis that a producer might be "producing for himsclf!; that : . 
is to cay producing Progranica according to refLorence-codes | vaich wore: | 
more readily nvatlablo to other professionals than fer tho audience _ 
in general. If the producer's “incginary interlocutor? (see Metall | 
1969:77) or his "aotaenudience® was equivalent to those interlocutora . 
which he used during the malting of the film then he would be to cone | 
dogree committing the fallacy of pars pro toto (or talding the part 

for tho whole ~ Leo Ctark 19581156) since his actual intorlocuters wero 
gonerally other profonsionals, 


In order to test this point a third discusnion group was organised, — 
being composed of poople with a demonstrable access to profestonol - 
finenaling (Leas people who had either been profencicnally involved 
er who had taught flln thoory or criticis1). ‘his group vas chow a 
videotape of the programe sose timo after its original transsinsion, ae 
Wut nano of the recpandents had soen it beforee Onco again they were 

acked tho cane questions as the other respondents and wore also elioved 
to discuss the programe freely for about an hour afterwards. 


 Ouantions and tindines 


ALL the deuionk ok tes relating to the survey and dlocusaton gcoups aa 
oe tatulated mmorical results aro inoluded ae oppendicons me ee 


} 


the raw figures do net indicate a reason for such approbation. 


-norrativee In aenseal, tho nembers - of both d 


‘felt: involved in the progrann to an 


ezorrl 
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purpsso of this cection ds to draw those results toc <sther in order 
to oxanine the dorree of iscnorphisa in ‘people's understanding of 


TUL and the ee of align sent with the procucer's intention: 


wary 


r 


Ll. Gen jee renctions tothe rrocr 


rouewrié 


LUN was regarded as a "good" programe by the majority of the sample 


audience and it was alco extracted, from a porcoived, pattern, of | 


” 


tolevision programming. indood, ohis of the survey respowentn 


indicated their. approv al and 85.5 tnddeated that LUSt ue = ‘different 
fron most other programmes on televyinton'.  ivon oh th 


ore per haps surprisingly high and carry the inplication that tho 


“propre: had proved to po intellicinle to the majority of the atidtenoe, . 


For —- 


this one mist tum to tha discussion croup. to nicht. have been 


, oxpocted people drow ¢ a nurcber of nprompted cotparinons. betucen Tu 


bd progranes: Lilke cant cols FON: ‘and DONA, ans TNGERTA 


¥ * 
Fir nee ee wit tr WON aly but 


they also located LUNs comparative undquences dee its “omlod 


us shen ouy 16 nico 


essont tintly eifferent depres 


than they nicht have “been vith respect to a stra nicht ¢ “ile Here, ‘for 


ab 


Le, are two of the cocnients nade at the tine (th ‘first being | 


froa a lacy in tho tnonenanusil! croup and the second fren a moi in the 


Seanual! croup). ~ €2 


Last night's pley (OY VAT tt sna) wan entertainments 
exacrornted and rousinne This one unas real, it wan't 
really ontertaining, I mean 2t was absorb 


Fad 
4% 


"I pot fed wn with television where everythins in ‘made 


up mul not real iifos Hobocy can find out a pic a 
ty f4 ae hares T on 
3 tivo rimuten 2 COIL docn, whierensa you lmow, 

¢€ “TE)ic real eae it's hare ning cll around a Le. * 

th the S fiction atories therots | niwaya gocd cuwys and bat 
cuyae In this it's your am opinion whether chote a poodfun © 
er a Ga os, : 


ono percentages . 


nee 
: 


‘course to asi a co sea tene doaded ques tion (since it contains ¢ 


ncmmonted that LUI. RDeee > ee “ae he es 
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foopite thisy enly a Little over a fifth of the cammle stated that 


they had eee caything new fron the prograsme.e To nck ntmicone 


wiether they had increased their experience in this uny is of 


he 


implication that one's cxporionce or Imewiedge is less.than - 


complete) but the discucsion groups eznanded the point vy aprecing 


that the fin provided further evidence for proviously hele ideas < 


Vit reinforces conothing I've lnowm already! one of the’ traaguinl 


fwroup cor: sented, folthouch I thints tho Laws npainst pros stitution, cand - 
living off immoral. carnings chould be tiphtoned wD nah Intereatingly, 
4t was tha Iradford cample vho mont often stated | that tney had leerned * 

sonething now fron the programy despite the possible oxiatores of 


‘Local. knowledse!.. One man in the tnanual! caterer; yy for Peacaa, 


‘ 


e 
. 
a 


fh very good PLOGTACrI. Teun to carthe “eeption slly 
acted by the lady wie took Sandra as‘on orults Conting 
fron the area nyself I couldn't understand sary mhe ws 
not picked up by Red coloured people but LT hadn't 


renilsed how difficult life can be for comnone ph hi her. 


Sixty’ percent of tho total canmple dloagresd vith the rticrestion thet - 


there was "too much uecessary violence! in the programme, with 


people in the discussion Croups orcuing thet o certain | mount of . 


violence vas to be expected tiven the cubject matter i think they. 


dcalt with (the violer. 20) very well indced! sald a lady in the ton~ 


« 


ora Leola of shock wr 


tonal? (wouny 


'I expected there ‘to be ouch more than thare ute Tey. 


eldatt dwoll on it ~ they only put in the relevant bits! 


sentions od in froe discussion at wan most 


ften with reference to the rotel scone, there beins ceveral oxpressiona 


of chock fron both discucsion croupa diving the transcission of that | 


porticular episods. ‘There wis a certain amount, of emuivoention Ebout ‘ 


ee 


a 


“here violence 


‘ 
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tho content of this scen? aa vill be shown in a monont, but it would —— 
be fair to cay that the more middle-class croup were ino poreater | 
gtate of "shocls! beenze they wero | mare. surprised given tho perceived 


Bhonsotyp? of the Ynant man's Compara y for exzploy those two 


ahs a! 


comentie She firs t ds ‘fron a lndy in the ! poner! s3Toup, and 


- the second in fron a nan in the tcanual! ¢ =ouD 


I think the motel thinc choked Ee Thera yoo, this . 

: ea lacie citizen with his nice, higt-povered ‘car, 

docizing very suave in his cuit. The horror wis in. Bi OR 
hfs hiddon ae tbicacs and epprensien eee CHO eAeresston. 4% Sa 
wasn't ovident vken they wore driving out there. See 


fhe bit where she cot bolted by that folla in tho notelees ; eS 
I thins therets a lot.of blokes wuallcing sround Liss a 


that who would cdo'a thing like that, but che should have - 
expocted it boing what che vane 


.. In addition to the question an violence the curvey ales specifically 
nsixod, for q direct responce to he question Would you roy the programe r 


vas chocldingt. It is clear froa another direct cuostion and nest of 


the comnts nade by the discussion troms ¢ ak the mv adorkt y thought 


LUIZ was not choctting in the sense of boing ¢ badly nad ley but 28,5 of the 
 mrvey eacqyle indicated that the co ntent was choosing ts in tho 
overall reaction to the ‘motel second, this ; respan 


divided alons the class 


Loe Wad a aise clearly. 


cise Mearly tuice oo rary tron-nanual! people | 
. is Deadferd, and nore tion three tacn ao any tnou-nanual! Baoplle in 


leiesstor found the progressia ehocking when com pared to the ‘manual 


comples! r Fonponste It is darperous to dray very oonoral conoluntens 


ree ea Pay Ebe ehreuscton crows once egain reinforecd, tha findings 
ef the earvey and in addition indlented that the tegree of tehoctst vas 
related. to individual's accesmodatton of or opposition té eves in the, 
file according to their oum proxtatty to cho perceived ‘content. - 1 Yor 


“erample; the tnanval! croup : mmeared to have been nore nropered for 


'fantratct introduction to drugs in the procrarris (and less shosclzed 


by this) than the 'non-nanual! people. During the trancnission - 


: 
” 


itself wpronpted coments fron the former included "I vas valting ft og 
for this’ and "told you sof, while coments Pthedattes ~ oe 


dneluded "Ch, that's all uc need'. Sinilerly, there wore notable 
differences in attitudes tevards prostitution betwoon the two croups 
hich nicht have altcred the distance botucen."uhonden! and 'Worhandon', 


‘er tho gradiont of chocl:, for different indivicuelo? = ot 
I live in the depths of Iichfiolds.. Vo live right 

dn the depth of it, with all the prostitutes; 

_ therofs ono ric¢ht neross uot read. It's her pinp 
shat's the real trouble, but the police don't want 
to do nothing because they don't Imow vho those 

: people ares They know the prostitutes but thoy | 

_ con't Imew the blokes vhat'e ruminc it. Tho cirls 
are Srightenod into it with drucs and that, you oC, 
so they don't revenl who. the picps are. (hramoltran) 


L thought the mother was overstrensing that che was a | 

‘oricnt girl! fro: the berinnine - I thoucht that . 

actually mio probably wasn't. Uer mother nul cioter 

wore respectable, and very adequate ‘in their curroundings, 
. but che walt. I do not thinks that cho tould have | 
%. . boon exceptionally intelligent froa that baciiprownl, and 


ai ie 


if che waa she wouldn't havo bocore a uhore. (tnon-manual! 
; oi ; Lace) 


ra 


aa 


programe shocking, in the conse of finding 


“If people had found the | 
verious elements in-the film accelerated fron bacliground to -foremreundy 
then one micht alno expoct there to have been socontary renetions of 

_ ecurpriso or oven BACT» ‘Respondents were. in fact ore if tho programe 

“nade then engry aad tho dintrizution of renponse to this cucntion wise 
indeed, almost identical to that of the question abate 'chocit?, This . 

| phockerolated anger can be taken az a reaction azainst the chrewnstances 
of 'Sendra'st dewnfoll rather than es a reaction te the programe itself, — 


dts component of violence or its use of Ybad Lancuare!, since less than 


10; of the unstructured coments fron the survey sacple complnined in any” 
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WNy about these irasites Objections raised were esiny about the | 
“portrayal of violence, nex oF bad lanmuace - particularly with 

reference to the IShabby rant scene - but such objections sees only 
_yained by single-ficpure percen rtanese Of those people vho did object 

to such anpects of the film rest argucd that the trance siccion tina 
“should have been tater in the evening. faven percent of tha ‘purvey 
cormle in fact rade this paint; of o lady cucgesting that ae should 


have been chown at sent rd ‘three ‘in the morning 


While nost people inddeated that they were neither shocked nor . 
angered by the prograro, a large necboseteg he and 370) were 


co noved, even bearing in nind the wording of tho questions ('shock! 


and tanger’. being very positive vords to use dn the Imowledge that 
curvey recponsos will tend to over-ropresent mdddle-cround reactions). 
min bods: the casa, Were. people alse therefore notivated by tha . 


programe dn any oat Once again, epprovicately. the cane mariber of 


people indicated that the programe had made thon rant eS do sonething', 
but thin indleation of potential action a: stonding beyond a strateht | 
reaction to the prosraucte itself waa not evinced by tho cane people 


in so far as they wore divided by clase Tt wan the won @ middie«class 


carple who nest often indicated "shock? or fangert, but it was. the 
more voriding-class peaie who most often indicated noe they had been 


motivated by the procrame to 'do soncthing'. 
Tho nature of this motivation was also ieee I Respon nde ents Word : 
asked what they vanted to do, having stated that the programme had 


made them want to do sonething,. and the replies generally Andicated s . 


dis tinet ‘difference botwoen tho: toomual! and the ienles naalt i eosnondentas . 


Tao Ynan ‘oat poople Wwoadly indicated a fooling of perconal ‘responsibility 


tourds others 4n "Candratst position ubile the ton-mamal® peopl 
tended to ahift thin responsibility onto various institutions 
eathoriticse The first froup of coments aro tahen by way of 


example fron tmaminl’ replies, and the cecond froa.'non-camialt 


replics: ' _ * ee 


Le I personally would have liked to help the 
girl had I tmown her. I would have to have 
the baciding of my family to do any real 
positive podde 


~ 
i 


LZ covld have throttled her fonily for letting » 
er pot into cuch a state, there wore plenty 
of tines when they could have stepped ine 

Vell want enn you do? I felt helplesce 
I folt like pivisg her a bath. TI never rav - 
her ence, apart fron in hospital, cetting a 
mith. ‘I woented to Loot after her and rive 

her a bit more help. ; 


2. Iwan anory at the leck of concorn, or lnck | 
of positive action by the professional poople 
involved in Gnndrat'a lifes e- bete 
Iwns angry at the lack of understanding vhen 
Sendra was coall - the lack of help given to 
her nother. ; noe: 
I vac amoyed at the exploitation of the helpless, 
end vould like to punish the cuilty to the oxtrene 
Cecreoe Lropouts should be rounded up and the 
state handouts spent on curing them inctead of 
it being spent on drink. Tho cure should do 
discinling and hoard worke 


Vaile sano of these cosionts may coon Sktresay they do illustrate the | 
relative distance betueon 'object! and 'subject! which was assuned 
by either cateporye The more middle-class caterory’s Paso instance, 
generally tended to stand back, dissirating their iomisdinte feolings 
of motivation through references to Your permissive nocicty! ez tho 
drofficicnedes of tho social sorviess, herons the more wort eeclassa 
catepory tended to fern n rere inmedinte identity with the mubject 


matter. Hirhly constructive coazentn wore novertholens civen ty 


jo, fa 
ah _ * . * e ty 


ae, 
ot 


* 
on 
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different poople irrespective of the atudy's classification. A - 


menber of the 'ranual! discussion croup said? 


The ‘trouble ds, poople will watch this in their 
homes and got up and cay ‘That unas good! and ro 
On, Dut then forget it. I thints there ourlit to 
de more public mectines Like this eno were 


aed 


we 


‘ can dincucs vuethor this sort of thing in hapmenins, | 


and whother vo can do sonething about it. 


I 


thought 


to myoulf 'waat can ZT do® vhen that social worker 
vent to nec hor mothcre Pertiaps I ean do sonmrthing- 


: port tine, It pot mo Liles that. 


eee and a 'non-cionual! lady dn the murvey sample commented: 


TR ves 
individual as oppesed to the mass, 
of the deaf, and on now emaninine my role. 


with things Like CHLLioR,. 


2. Gonarnl undorstandinen of ths procrastins 
een ERR A te a At rem eae Mt to ote er tno alt aN CE NR 


Ihe vast majority of the curvey canplo indicated that PUIQh! was | 


Micre scons te be a lnck of interest in tho | 
Yana teacher. 


I ohall 
no Longer be content to dismiss the Mdosser! - male 


x fomale + with LCp, and will become rore involved» 


Inainly a true story about comothing that had actually happened’. In 


fact, only 2% dinacreed with this, and perhapn surprisincly, omly a | 


further 20 cadd that they wore uncertain. Correlntively, ho majority 


also agreed that people Like Sandra do actually evist, 


« « 


® 


Tho fact tha 


people can hold a number of apparently contradictory views at the carte 


time vas nonetheless ovidant, since at least 102 of 


7 


wai 


¢ mample indicated 


the opposite ville vouching for the truth of the story as a whole. | 


Oddly enough, where people apreed with the otatene: 


nt "people like 


Sandra gust cent exist’, 4¢ was most often those respondents in sho 


“Wranual! catesory who did so; and in a ratio of 3:1 as comparcd to. 


thone in the tnonenan 


manualt category. That this uns the case is 


curprising, since many of the 'marual! people in Bradford were woll _ 


oware of the problems ansociated with particular areas in the city, 
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and the Loiecster ‘manual! discussion croup vere unaninous in acreeine 
that people like Sendra certainly did exist. In tho tnon-camunl! 
discussion group, however, thore was stronm eviceres that (a) nore 
poeplo had read ATV's pre-tranminsion publicity, in wrich a cortain. 
omiount of baclicround information had been given about the matin: of | 
the proprosme ag a reconstruction, and that (b) thor> was a stronc 
cleront of trust in tho producer hincclf, that is to cays. professional <.. 
trust. fs different nabers of that group enid:  °* 
I think th producer would have researched this . 
fairly voll, and he tried as best ho could - and I os 
thins ha did it very well - you were with her all the 
ways Iowan with the ¢irl richt throuch to the end. 
If you put yourrelf in the producer's chozs the only ‘ 
rource of information would either hays been the cirl. pe 
herself or tho sister, or one of the sisters ~ both 
the mothor and father had cone. If he was researching 
back twenty yeara yould have a devil of a jos to find 
evon the teachers, co it's moro of an achicveriente 
In this cano, theny there doco seen to be como dvidence for the | 
criotence of a doainant code operating independently of cuca contained 
within tho programe dtcelf which could bo decoded onpesitionnally. 
yy people who mry not have had accecs to that code « even wien this 
meant nccasiodating aysarently contradictory views (that the ctory 


wan truc and yet dida't represent anyone who had ectunlly existed). 


iveryone decoded tho donotation of Sendra as Veirily Nobody, that fo) 
_ eheagrecd with the uso of tho foudnine gender with reference to Cancra 
throuzhout the survey. Cnly ono pirzcon questioned the fact of hor 
ccafness, arguing that the character (not the actress) was tony 
pretending’, but. fn an jon question about the prograse's contont 
mont poople referred to the girl an beins either "Coal! or tdeaft and 


dumb! (Sie and Thi dece 70, in total -reopectively). "Deaf and dun! 


as cuch in tho film itself by even the oymathctic character, the ' 


< an compar ripon with laeenter ‘sanualot »W Mises 


tho Progrernis had been mainly about beyond being th 


4s, unfortunately, a coerton turn of phrase and was in fact us ned 

haces 
old West Indian. Host deat people, Sandra included, are not. tar! 
in the conse of being unable to mpealt, bat the rompsondents! us 

of the tom should not therofore be talien as a ca 18 RP aberrant 


scodings The use of ‘duetb? in the other sense of ‘gtupdd! ‘can also 


“bo partially. ‘puled out in -viev of the respenso to a -quection about 
Sandralo apparent intellirence wile’ will bo donlt with. inters The 


facet that Candra vas intended to be seen as Scarausaiy deat Cond 


a xe 


therefore uanble to g2 Eas. much out of her schooling as her follows) 


‘doen not, hovever, soon ‘to havo« come acrocs very woll. Only 17% 


of the survey cacple referred to Sandda as boing | tdoat fron bist! 


‘totally! oz "profoundly! deaf, and those te did wore ee 

people froa the Mnon-ranunl'! sections of the paca ~ of wlio 22% 7 

referred to her: in thin voy. Thin ray have: beon cue to the tConcultenttnt 
so of tho worn tprofoun nd! = yaich ts anne sa toctnical tern — and a 

éifferential level. of access to cuch vocabulary by the. ty 19 categerica, 
denpite tho fact that Mother translated the’ ‘on saltant's! words ast | 
You nean o! che cannot ! oar nt oll?!. It is nevertheless © pignificant 

that pearly twice a Losey iradford tenn mala! p eferred ta to? tal coafnes 


imily com "Local. 
InouLedgo! vextertor to the Progress itcelt. eo 


‘ 


lost people wrote down a more detailed necoun +t ‘of vinat ¢ thoy: ‘thar arht 
the, ote ory of'n "deal 
girl. feveral dintinst theacs could t ba" “phetiod out fron these replica 


amd they are Listed bolow 4n the ave grace order. of their occurrence 


with the relative parentage peoro on ‘the Loft of tho parte 


‘ee 


ee 
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| Fire ‘Yojor perceived thesos in Minm. 
100. 1. Sandra was vulnerable and/or taken advantare of by others. 
60 2. Cho vas basically a nice/noreal/loving cirl 


- who waco inadoquately taught at cchool 
- who had.a deprived hone enviroment 
~ whose life wont 'from bad to worse! 


50 3e “Cho fell into bad company > 
- ending up as a murderer — 
ond inevitable (isc. non-voluntary) prostitutien 


Fe) 4. Mer life was ruled by circusstance 
Sho had insufficient care os understanding fron others 
35  §. Sho cane froa on insccurc/brolion hone (Mainly Vinci: of 
father") 


~and had difficulty comunicating with others 
~ lansing into drinks and/or drucs 
~ volunterily becoming a prostitute | 


Ge She had an unhappy/bad rarrinco : 
~ beconing a prostitute (heces no value attached re. 
motivation) 
- and was peaponte of fitting into society ( - a temuare 


peg! 


3 


A cimplified sentence indicating the mont cocronly identified central — 
thene of the programe would read: It was about a doaf-and-cunb girl. 


_ Wao vas takon advantage of by others'. Thera vac, however, a difforonce 


batween the responses cathored fron tho tyo main categories. The mero 


Innmual! people tended to soe Cendra's misfortune as being clrousstantial, 
oy causally Linked with "getting into bad Company? whereas the nore, 


'non-manualt sognle tended to emphasise the cirlts teopelessnena!. 


fhe latter, for example, mentioned Sandrats gradual derradation more . 


often than the 'canual! people did, and also piclzed ont tho influence 


of drink and/or drugs more often. 


Examples frog ‘nenualt recpandenta 
views of the main thenes include: 


ae It woo about on unfortuzate deaf cirl whese 1fe 
was raled by cireunstancee ee . 
be A fantly trying to brine up a deaf and domb child 
to the bost of thedy nbility, yot os oho matures she 
is provoked into the wrong kind of company. . 
te 4 denf and dmb child crowing up, who as a child missed. - 
the Leave of a father. Sho had to bo taught the way of 
Life mich harder than o normal child in the years of hor » ee 
growing Upe She cot into the wrong company and made her a 
living as a prootituto, - ees 
ad. Tho life of a youns deaf ond dim cirl who through ; : 
unfortunate circumstances crew up to a life of prostitution. 
@e About a girl born deaf and exploited by society - starting © 
fron a pli3 area, trougut up in a tow that is typical of 
what is happening in all bie cities, whore people are 
living in over-crowded poor parte of the towns where it is 
easy for young people to get into trouble as there is ao 
place for entertairment for the younge They resort to Saas 
_ pubs, therefore, where young girls aro easily lured by | i 
the prong type of ran who cheve then enoy ways te make : 4 : 
moneys. Condra being deaf rade it eany for nen to live 
on her and push her around until ehe became a drunken 
prostitute. 


Tennples fron 'non-camual! recpondents! views of the rain theses aro 
aa follows: | _ 


ae (it was nbout) the problems of a deaf rirl 
in o working oluss enviroment that pT aa chien ed to 
cope with the problense ; 
be A girl who was denf and dumb vho was tryins to cone with 
‘evoryday life. : = a, Fi —_ 
ce A deaf girl's rapid decline storming frog her innability. 
- £0 slot into regpactable soclety; eliding from drint to © 
. drugs and prostitution. . 3 . 
de Tho ctory of a deaf girl loolsing for lovo, companicnship — 
and friendtsiip in an atmosphere of feverish movenont and. 
vythane In such a aituation where drink = and drugsz =” 
are an inevitable adjunct to the scone che pave herself _ 
willingly at first in adolescent hero-worship, and then, os 
when her overponcensivencss led to her boing spurned, che 
turned to prostitution, coing owiftly dowlil2 as cho SS. a 
froquontod the rougher and leno salubrioun ercas of Bradford. ._ 
A beating-up by a more wall-to-do tevstomor! led hor to So 
corry a imifo with wixich, (when) sho was at her lowest ebb, 
suffering froa VD and living rough, she stabbed a drunken 
‘down-and-aut who was probably, like hernolf, only looking. 
for companionship. Her feverished inagination led her to 
‘Strikes as cho thought, in celf-defences ge le 
Tt was about the life of a totally deaf young piri, wookewilled 
end pleasure ocolting, who becano a common prostitute, and a 
through excesaive drinking and drug-taling sens os lovas 2 
it in possible to got. There mipht havo beon a chante for her 
had che cot a decent husband, but unfortunately she got ona. 
who pushed hor even lower. - : 
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Although all of these coments reveal differences in people's 
points of view, they alco indicate that a tworld’ bad beon created 
fron tho film; a world which was by and large necepted to be a 


| true reprecontation of the real world. This, hovever, does not 


necessarily mean that the film wan consistently held to ‘ring trueé 


throughout its duration or for different nenbers of the oudiences 

Tho phrase ‘true to life’ and congratulatory coments shout the 
standard of the acting recurred throughout tho unprompted statements 
given at the end of the questionnaire, and rany pecple referred 


to DINMY as a docuncntary rather than no a drma-doswzentary or a play. . 


Here, for exezple, are. two coments fron Bradford people (the firat 


fron the ‘non-manunl! section and the eecornd froa th tranual'). 


It wan extremely well directed and acted. Tho part of : 
Eandra wos pluyed convincingly. Tho squalor, degradation 
‘and violence were all pertrnyed within the context of 

the story,ond the settings were very authentic. 


I was born in «6° streot, and I found it very involving 
on occasion, very true to lif. ; 


{* a streot show in the film). | 
Sindlarly, there wore other respondents who could ba raid to have : 
“‘gpectal knowledge’ of the reality which UM sought to reconstruct. 


Cne Leicester respondent vho was actually a police inspector had thin 


' to gays 


The filning, acting and dialogue of the filn-w. o 
. Clasa, and the result was a good docunontary eon -- 
particularly with prostitution, and secondly with the | 

disadvantages of being phyaically handicapped. I folt 

the monsage and effect would come through to soncong)/ 

paying careful and thoughtful attention to the programe, 

and being a person of reasonable maturity and intellect 

. it did. The majority of TV viewers seeing such violence - 
whilot being in conversation on othor matters, or whilst 

_ weading the paper vould probably miss the message end be 
deft with the impression that it wos just violence and 


degradations Personally I oce too many cinilar chses of - 
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people in a vicious cirele of crine and degradation 

to want to watch this sort of thing at honee I feel 

that coma mesnarce would have got home to the - 

‘thinking! man without the une of such stark reality, 
whereas those with the programe on in the background 2 
would have been given the impression of mindless violonce — 
ani crime. . 


_ Yiowever,.. there were a runber of points and issucs within the prograsi2 _ 


which sone people did not consider to have trung truc!. A few poople | 
an the Bradford parple appeared to possess outside information about - 
the actual facts of the cases one lndy, for instance urote that "The | 
impresaion was given that Sandra did nee mix with other people at _ 
the deaf club. In astual fact she did’. That some inpresaien wan 

' navertholensa used by other people as evidence of & more goneralisad | 
authenticity ~ witness the following conversation fron the fnancenaat 
discussion group: . 7 


Woman? People dicn't care about hor, when ‘oe was dnvited to the - 
Mea oes and che didn't want to go Yan just clrugced: 
or Off.e a : —_ 
Hont eee but that was because che didn't like groups of people 
— even deaf people, I thought it was intoresting that after 


the school scenes nobody alse that appears in the film 
was Conlese 


end eee You, cry mother da deaf, and she docsn!t like a lot of | 
Vorant people around her because che cannot communicate ina groupe | 


dust os this last lady had porcoived the point as boing nuthentie with 
reference to her own exporience co the opposite conclusion c2uld be | 
reached for different parts of the programe. Having sok d nein chat ; 
cone ports of DUMY had not rung trua, ona nembor of the hice ; 
discussion group specifically cited the attitude of the arrenting : | 
. (officer at the end of tho film on boing non-realintic: ‘Ilo wouldntt a 
have behaved like that’. Cocpare this to a conversation which bhai: “7 
pleco during the 'manunl! groupts discussion: | ] 


Ast mant I thoucht the erromance of the arresting officer was good, .. 
that happens to me all the tine. 

end mont Yesh. Mot four weelts back I wns arrested, and if you 

thought that bose was arrogant - woll this tloke walked 

into my house at half past six in the mowmning and talc: 
about arrogant! You could have ate your dinner out 
of hin pocket. Hind you, what could this bloke Cin pun) 
do? The only thing hoe could do was to writo it dow, he 
couldn't do nothins else. 

3rd mans Ua could havo been | nore cymmathetics He pulicd her out 
like a bas of potatoen. 


 Qnd want ‘ell che Looked like a bag of taters didn't cho} shold 
let herself co. 


noedless to ony, I did not have previous Imowledge of these people's 
experience of the police, but it in clear that thia experience was me 
nodiating thoir judgements of authonticity in a quite difforent way 7 
than tho *non-manuell! lady's experience was mediating herse - 


other sections of the programe which prayed a discussion in this 
aroa included the following. People spontancously succeated that the 
‘Laundry? ncene had not rung truo, although nob: beemuso of ita great 
lengthe It was tho laundry foreman who canna tha problem ; the wouldn't 
have treated her like that! one Tespondent argued, the would have been. 
a lot more comasaionate and understanding?, This io unfortunate for 


_ tho foreran, who happenad to be playing hinsolf, but it nay also indleato: % 
that the push towards indexicality had reached an unaccoptable level. 


at this pointe Poople did actually mention several instances of. what 
they considered to bo simply bad acting, particularly with reepect to. 
the firat part of the procramme, but these vere {oolated casea vaich 
need not be precisely located. Suffice it to cay that noe of the eee 
performances which had worried { the producer at ‘the tine wera the fame 
ones which wore picked out by sone nenbers of the discunsion croups. : 
faving sald that, a nuuber of people dn both eincunaton eroups wore 
generally uncertain about Candrats relationship with 'Iant, 
class boyfricnd, and the evonts warrounding tho girl's searrings . People oe 


4 


aad oF was y a 


ne te 


were particularly uncertain about what had netually hoppened in the 


tscarring scene! (only half of the curvey sample having ‘realised 
that "Ientst brother had been stabbed) but this may have been 


connected with a certain 'enolcs recistancet tewards the whole idca 


of Sendra having a succcesfel relationship with "Yan! dn the first _ 
places .That rolationchip ims, of course, a fact, but dace not sect 
to have been accepted as cuch by the entire audionce. Tho nain 7 
questionnaire had asked people to point out any differences videh, 


they caw between the young couple, and 6075 referred to the differance . 


odin class, -orpmmerating cuch factors as wealth (4ec... ants fonily. . eo me ¥ 


tad twa cars!) ond the types of housing. Seno 17% npocificnlly 
wentioned the difference in parental backround, Sandra being oeen 


a5 coming froan broften haze while "Yon? otil2 had both his paronte =” a 
(Although "Ian'a! mother did not appear ta tho filn, sovoral respondents: _ 


had understood the Indy secon at the hospital ei after the scarring = to. 
be his mother, whereas che was actually Sandratn nother). 


Given these perceived differences, plus tho girl's aionability, con | 


peoplo folt that the procranme did not sufficiently reffy the 


relationship itcelf. ‘hat thio would affect undorstandings of the - 


programe as a whole is clear in 60 far os nearly twice as many people — | 


in the murvey sample judged Sandra's narriace to. be the. turning-peint 
‘ : rathor than the ccarring., With reference to this part of the fin 


_ both of tho dircussien groups were alno driven to speculation about 


"Ian'o! rolationship with hia parents as a possible explanation. It 
As vorth quoting these converrations in full ('Non-manual! croup first): | 


Ist Yoriant 


lst Hant 


end Mant 


She cot no affection, no communication nt all, and I~ 
thought the point of if was that sho was prepared te 4 
fird affection at any cost, no matter how low 1t dropped 
hore This is wicre I don't agree that che ctarted on 

the dasmrd path with her first hoyfrient - I think. 
it started long before thate Her first boyfriend 

could have been anyones she wan just lool:ing for 
affection, the first boy who spoke to here Cho vas 
prepered to pa to any lengths to find rxwbody that 


' yould telco an intercat, vho wanted to be with her. 
‘That particulnr part with tho firat boyfricnd I thought 


was a fillein by the producer. In other words he had 
fot a bogimiine and an onding and ke had to produce the 
first sosual exporiencen, and the firct contact with , 
boys, cad he chose that particular ecituation. I did't. 
thinks that rang porticulorly truc. eo 
I think: that might bo ripht. There was a comparatively 
lorpe cap between the two ef then's backprounds. It 
would kava boen about '64 I suppose, and I've lived 
in Bradford, and comchow that just didn't ring truco 
tome. I don't think they would have not on those 
tormmae I don't think they would have boon taken en 


these terms by the parents or others. 


(quentions 


end Mant 
end Vonant 
Ist Mam 


2rd Hant 
end Worans 


Ist Mans 


Vhat appeared to be happening in that scene betueen then 
tho k&tchen?) _ 4 


Yoo, woll I didn't accept thatess 

I dida't beltove that bit at allee.e — ; . 1 2 : 
Vell, ho had had enough alechol co I cupposo he could) 
have grabbed a kitchen fevife, but I don't think ho would 
havo done thate I think tho producer put that bit in to 
step it wea bit. It could happen I cinmoncee. 

The elder krothor sobered up pretty quicklyess . 

I cot the impression that both the brothers were not 
living up to their parents! expectations anywoye Shey | 
wore in this pop crewp ~ the ewinging sixties and all 
thate I think the elder brother protably recarded her 
as an casy pick-up, ond tho brother rcparded hor in the 
sone lirht. He obviounly didn't think mich of her anyway 

by tho way ho scarred here 


T stil otic: to what wo eald that this was the real tun — 


cownardse These things do happen, and I thints the 25 
parenta hod virtually abdicated as far as their childron 


_ were concerned. Tho parents just cut thensslvos off, 


fyant out and left then*, 


(Hamel! pram: . 


Ist Mant 


end Mans 
Jet Voran: 


I found Sandra's going cut with that b Tan, < bit ‘odd, | 
Imecan, different backprounds and thates, : 
Two different class distinstionses. , 


Noy no, I wouldn't say that. Tho boyfriend was fro a 
vory food backzround, his parents and that, fandra vas 
a cort of outcant, but both fanildes were woritings 


e 


fnd Mant Dud. one was middle ond one was working class} 
ist Woman: CeKe, different enviromicntgess oe 
aot Man: Tut it wo curprising, waca't it? , 
Drei Mant This goca back to the environment. I think: the boy 
wag overcupervined by his father, so he took Sandra - 
under lin wing, more or less to prove to hinsolf that . 
he could loot: after himself. He wanted to prove to 
his parents that he could do something on his ome | 
. That's wy he took her honce Thic do vhinat haypens 
dn then middle-cless, semi-detached houses with tiled 
reoyes and thatee. 
ot Vorant Then the scar wan when it all wont wrongees ; 
end Hant Yer, the actual facial cisfigureacnt was the tuming 
"point, cho no longer caw hereelf an attractive, sho — 
* didnit care aftor that, she didatt care if sho got 
. hit amin, because she'd already been hitees . 
ist Nant Bat a elach with a sharp knife docan't leave a ecar 
Like that, it would have healed Upees my young nicce 
hes just had her face cut in a cor accident, and che 
hed ninety stitches, but you can't ace o thing now. 


It is clear from thess two conversations that neither croup vas 
wholly convinced, and nenbers of both groups consequently produced 
covering explanations hich wore reithos denoted nor intentionally. 
connoted by the filn itself, ro the case of tho tnon-riominL! pecs 
the producer's intention that tho relationship chould be seen as 
rather wiique or eprcdal vas dn fact in Bante of being seen as 
cinply a dramatic ploy - and therefore an unsucccasful one Guinew 
: atory~telling, unlike justice, must not he noen to be done)e. att. 


Doth groups found certain soctions of the £120 confusing to various ee 
coprecse They both, for instance, spontaneously cited that section 
which contained Sandrate marriage as being lelotchy! ox ‘confusing! % 
_ Waich is intercating in as much as the form of tho Meri waa , 
| ‘couparatively highly conprenocd rc that point. For cxample, a nonber - 
of the tnon-mamal! group considered thats | e 
if"eAt nopponed eo qudely (general mimoriace of 7" 
“agreencnt from other nenbers of the group). I vas q_ 


bit surprised that he married her, but 4t de cupponed 


to be based on real life, and that io ha: 3 
don't it? . ae Se ee 


\ if 
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Arnenber of the 'nanval! croup had this to cay: 


You are gives a Linited tine to pack everything 

dn, but you do have to folloy up things if they 

‘ere put in din the firct place. Tia wasn't alunys 
donee flso I van confused whether she was forced 

imto a Life ef vice or whether etia wanted to; the 
strip acene seemed to say that sho wanted to do 

it - that sho liked doing it. Ita otilh coafiused — 

nOWe ‘Tho narzinge and ove:ything happonsd so 

quickly. If I vas moxise it I would mcic cure that 

it proved whether cho was forced to do it or not. 

ho point about "following up things! was most strongly put by 
both groups and a ruber of people in the rain curvoy with. 
reference to Sandra's children. Many people azied wint had | 
“happened to thors and found it difficult to atfferentiata betwaen 
Condra's verlous bouts of hospitalisation (i.e, vhsther aha wag 
having abartlons, being sterilised or having just one ar coveral | 
babies). The following coment froma Indy in the Mmamunl! croup - 
sMustrates this point and also raices anothor: 

"What happened to the baky? I lmov the mottor had fits 
but yint hampensd after cle died? I cwmose 6 went 
toahas. If they'd let her keop tho baby she youldn't 
have cot iks thatees cho had nothing cleo to call 
her one Her ister didn't wont here If cho (the __ 

- gistor) was really worried about her cho would have. 

_tried to find her, but che sald she kada't secon hor 
for weeks. 


fpart frog the fact that thin Indy had ovidoatly eleateol ne 

to have been only onc child, che also raises the point about the 
sinter os being sesuhat to blnne for Sandra's conditions In . 

fact the 'namnal! prowp was surprisingly condemintoxsy of tho sinter, 
but on probing the reasons civen for this it was found that all but | . 
ona of tho Yanmual! group had mintalon Sandrats worknate ia the 
pub (uhero Candra neeta the petty erlminal 'Fhil') for the alster. 


* 


so oe WOE ee 


_ here vas perhars a sindlerity between the tvo actresses, but the — 
niste’son identity led to quite a serieus excuraien ayny Drom the 


“preducerta intenticn at this points 


Gnu of the reasonan (for Sondrats decline) was - 
when Sanéra wont down to the pub with her 

ster and that friend whore che met tho blake 
who give her that baby; her cister tms 
oncouraciic Rex. 


Tt 


Poople cortainly plickad up tiny cuss - the producer had hoped they 
would, (a lady in tho Inozt~nanual! Group nontionod canisa's gentle 
_cavering-im of the sleeping 'Charlio! as baing particularly OVENS 5 
another nonbex of that group consented on the girl's Inusbond 
f1icking ash oa the floor aa che was trying to keop the flat tidy 
and nenbors of tho 'manualt groug accurately pee bored the year 
_ on car recictration-plates when asked to date the motel ecena) 
but they nlso therofore used unintontional cues to fom on overall | 
triderstandings of the contont wich uaz pasate sa toreeroncons | 
from the producerta point of view. fend, there wan gone dowst | 
— atong ‘the tnon-namual! group ac to wusether Condra yas mrofamdly. 
deaf, and in following up this point Boe tiny clue wad edited es 
evidences . | 
“Well, when oho uns dn the school cho was tearing one. 


of thoce cuper-powerful honring afdse Now 42 che 


was totally deaf, what was the point of wonrdns one 
of those? : 


Ono Last point to make on tho cubjoct of authenticity concerts the 
producer's usa of locations as oppesed to studio actoe I have 
_glzeady nentdoned that people froa Ticadford recognised arena of 
their city in tho film and used this as ovidonse for the proprasso 
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being ftrns to lifot, tut people in concral, also decoded the 
sirmification of the piocical envirorment in the preferred nannsre 
Mant is to coy, there + man very Little confustea about whore 

different chrracters vere cituated at any civen point and there | ; 
wan no evidence of aryone finding there locations false ar Saas 
Yense reapandents confidently referred to ‘the notel', "the hor spitol, 
tnother'a house! or tthe VD clinic! ns if theco wre renl places, 
mad nelther the rain cuvey ner tho group discussions picked up ony 
references to onachronious in period or dinoriontations in ppatinl- 
Locations FPeoplo wore certainly amre of changen in period, for 


instence, and occanionnLly commented on this: 


(One thing IT Liked was that they toved with the tince 


then Sendra was young they showed hor in ca old 
kitchen; her mother droning end that. vhon che 
was Older they showed her dn a more modernised hance 


They kept up with the tines. 
C'nanal! crown) 

- Interestingly, the 'canual’ group made rere sueeesnced ka thoir own 
enviromwnt whon talicing about locations 4n Ui! tM, drawing . | 
comparisons between "Highfields! and 'Stonoygatet in Leicester and 
fendrats and Tan's enviroments in the flim. Dy contrast, there | 
was coz evidence that the 'non-manual! group was naling sudcmento 
of authentledty in terua of media peradigus. For exnepley 1 when 
exiled to describ Sandra's physical enviromiont at the beginning - 
of the filn, o nonber of this group referred “not to lccal 

| conditiona in Leicester ~ but to another television Sones Tt 

‘yas kind of Coronation ftreot!, | | 


Although nobody eaten ned any porcofvod dinguncturea in period there 
vas Oo general tendency tomrda underentinatding netual dates. hen | 
asked to entinate the date of the notel incident this Was, on average, oy 


given os 1970, viercas it ootually set in 1974. Cindlorly, 
the survey sample estinated Sanita age at the end of cach part 
of tho file at on avorace ef 16%, 213 ond 26), whierean her apo 
yao intended to be 18 at the end of part one, 26 at the end of . 
port two and 27 at the ond of the pr opressies Viile 48 vould we 
adzing a lot of pooule to accurately date different nections of | 
the proprasme on the tasis of wardrobe ar teatedronsing! alone, 

it is nevertheless clenificant that almost no-one naw the cap 
“botwsen the ends of warts tuo and three as boire roxpwhore ee 
| as coal os it uns intended to be ~ about ede weekt. Tho curation 
of part three as a whole was in fact ectinated to bo about five - 
yearae This, howover, in mich more Mikely to be a. function of the 
. fiin'a form rather than ite content, eince the inertia of having 
covered twenty-si:: yoars in the first two perts roy woll hare 
carried on into part three in the absence of eny explanatory | 


yr or volco-over narration, 


Naving dincusced tha porceived truth of tho fides or ite main themes 


it in inportant to deal uth tuo other factors concoming widerstaading 


of the progromic as a vale before noving on to more npecifie 
understandings of the main character and tho narrative itoolf. . Tho. | 
first of theso in tho degree to which particule: so: cones or poquenses 
‘stood out? for tho audience, the hypothesis being that 47, Oy 

the motel scene had nade a particularly strong ieauniea (and had : 
boon understood in tho proferred way) thon this could bo related i; & 
people's overall understanding of the contra theme and intention - - : 
in the programe. ei 
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Pooplo wore acied to indicate any scene o scones Witch had trendly | 
ctuels in your mind! n-d the frequeney with vuich different scence 
wore mentioned can be rasicod os follows. Tho highest ranting _ 
ecene as been given a ceore of 100 with the rest in pronertions 


i. (200) Notel 

2. (96) Intercourae behind pub (Shabby can) - 

3e  C46) Scarring of Sendra by Ten ee 
en 2) candrats fether coins football pools: youn: Sandra's 


toors etce 
Se (21) Young Contra at school (unspecified ceeno) 
Ge (27) Young Sandra with nother Glearning to tals), tabbing nt 


end of film, Younr Sandra being hit with miler ape ochoal 
”, (24) Nother with Cocial Vorker | 
Oe (10) Sterilisation discussion . 
Oe ) Tarty scone prior to ctabbing, Lry-cleaning factory, 
: Sondrata "phonecall to sister, Swimming baths, Vvedddiag 
10. (3) Sondra crying in pub, Husband's attack with rater, 


Sardralts alleyvalle, Nostaurant, Vage-packst scene, 
Pich-ond-chip shop. 


. Sno motel scene yas indecd nontio: nod t mare of ften than ny other : 
gcene dn the filme It W535 for instance, nontioned nore than 

five tines ac often au the stabbing at the end of TINY as having 
'otuck in one'a mind’. ‘oa pring cxnsple of fantra 'oeing token 
aiivantage of! or , thavirg things done to hort the relative proninonca. 
of the notol neono can therefore he Linked to pocplats perception 

of the tiafor there of the propranc. Thais thene, oo I noted above, 
was otated by mont of tha audience to be that of ta denf-and~dunb | 
. civil who unn teltcn advantaso of by otherst oni not, for instanco, 
_ that of a 'Mdeaf-and-duab girl who declines Unto prostitution and | 
rurder! (which is broadly the description ciyen in the Preosde If - 
the otabbing scene had ‘stuck in the mind? more thea it did, ‘the 
overall understanding of the programe nicht well have been oriented 
tovards the killing dtoclf, and maw froa the events which ‘ed up to ‘ite 
tn placing not only tho motel acena, bat nlso the tehabt-: “f ait . 
cequonce, the scarring incident and incidents frou Sondrats chtldnnad 
above tho ctabbing, tho audience can thorefero be ald to have been __ 
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‘deflected aves from cooing the killing as the adal point of 
the fitn, ani chamelied instead tovards thoae arena of the prograsne 


whore the girl vasa being portrayed na the object - rather than 


the subject - of different relationships of poucte 


the socond factor to cxanine in people's overall underctanding of , 
the progres ag such is their elicitation of dts contral messaga, 

or mescacese Rerpoudcats wore osledt uhat memonce, 4f cowry do 

you thins those Wo made the progratase were tryine to pot acrese 
“to those who uatched?*. In perceiving that Cnndrats life chiefly 
consisted in having thincs dons to her, rather thon vice-verta, 

the main message of tho programme tan most often given in terna 

of altering attituccs to Cardra in porticulor end people Like her 

dn general. duct under half the morvey sample cpecifically centioned 
that the progeesrme ues saying thas there chowld bo more covpathy or 
underatending of people Like Sendra ond about 15)? eaid that the 
programe waa trying to provide information in a nore general way 
nbout modern cocietye About tho cano percentage noverthelesn thought 
that tho proprame was specifically aired at tthe enthoritien' 
endicting then for intolorance or failing to tals cue account of the 
‘girl's problena. Ton percent felt that the progreme was a warning 
about the perils of prostitutdon as such and about 9% did ‘not Bec. 

the propramia as containing: any particular nenaage. of the ronainder 
cone 105 of the total somple failed to.ensyer the qtastion, but about 
> epesifically Linked Condra's degradation with her dinnbility = 
arguing that the 'mesrace! was an equation of physical ox nental | 
diconfranchicosent with social illegitinacy, for examples — 
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The mescaco was that children with serious physical 
disabilities who becone frustrated by lack of - 

‘ opportunity, or frustrated with thor misorable | 
lives can turn to a way of Mife which catisfies 
then core. They usually turn to a way of life 
which would be considered depencrate by most —~ 

. sey “@efe prostitution. (fradford 'nanuall | 
ledyde 


Othar responses to this question included the following: 


(Key: Dradford-3B, Ledeoster-L, Narual-i, Non-nemual-lat, 
- Female-X, Male-¥) 


Gho nencace wasese 


1. ‘That society o5 a whole should take more care of people 
in fondrate condition. (LY) ae er 
"Revere of prostitution! - what happened to Sandra could | 
easily hoppen,,and deen happen to other wonens (DIX) 
The intolerance of society to pnople like her, throuch 
fenr, contempt and impatience (RII) 
Kou inadequate our system is for people like Sandra (122i) 
Gecause of ignorance people can be made to do anything (Kify) 
he influcnce of a handicap such as total deafness and a 
_ Serrible fanily background and upbringine can cause a oar 
pernon to fall, into euch chacking ways (I) VEN eee 
Novo teaching neoded in younger years and holp and understanding ©” 
io yoara ~ and that the probation sorvice is useless 
That che wan intelligent but could not develop her . 
tellipenco duo to hor handican; also thnt socloty doca 
not easily accocrisdate handicapped poonle (2%) 
How the onmviromient in which wa livo, tho company which wo 
Yeep and the lnck of parentel authority can so quickly 
dead to dimantor = aloo how a Lively teenacer of averaco 
intollipernco who found commmication difficult inevitably  . 
followed her heart rather than hor intellect. 4 much a 
firmer watch needs to be kept on such people .(naD) 
_ 10. Deaf mites aro happier when using sign-languase (2X) 
Ji. Nothing cate ever to me, It could gust as woll have bocn 
a fictional play (ry) 
12. To try to understand and communicate with people who have 
- Senething wrong with them. Also to let people Inow just 
how other people live. Ve mist help these reeple, not 
treat thea like muck as Sandra was (BRIX) gu Pt 
iiow a young woman in her cireumstances cot took advantage of, | 
Leaf and dub people are yvory Physically enotional because 
of thoir inpedinent = they'2L Ing a person yhen uceting —. 
theate This could I curposa be tock the wong way if they - — 
- oe mov muy different. (UY) 
e ov circumstances led her to the finn) scene - ouch 
disabftity (2b) eae 
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Be Lpecific understandines of the min character 


A ceries ef questions were included in the questionnaire md 
incorporated in the group discussions which wore designed to teat - 
people's judgements of tho contral character in rae. 7 Theac — 
questions were frozed as statenents to ubich respondents could | 
indicate anrcenent, disagreement or uncertainty, and the findings 


eroeas fcollovs. 


Tt van inportant for the purposea of the film that Sandra should 
be regarded in a syapathetic Light, co three different etatenontn 
were offered as possible descriptions of hor pituations It was 
found that the najority (67/5) dinnpreed with the propoaition that 
“tfondra got What che deserved', that Gli aereed that twhat happaned 
was nore the fault of society than Sandrats fault and that 77% 


- agread that tcho was moro to bo pitied than condenad'. © 


Althouga the uso of words Liles Ipttyt ¢ or ‘fault! da open to = 


eriticion, the conclusion muct be that people in concral decoded : 


the description of Sendra in the proforred ramets Thora was, / -_ 


however, further evidence that such judpoments were once again 


orionted by people'!a own pocial envirornonte With pastioular ey 


reference to the first two questions both of the 'minualt sections 
of the 


than tho 'non-canual! sections despite the fact that Jt vas thene 


people who nest often row ‘the prostitution as boing forced upen tho - 


cirle furtherrore, it wag the Bradford 'nanuntst vho were Lenst 


eympathetlec of all 4n as mich an a third of ee gered: ont Sendra. 
= noes what che doservod". 


comple can be caid to hsve boen significantly Loca synpathotic a 


aa 


ie 


Related quectiena concerned tho girl's personality. Despite the _ 
tyarts and all! approach of the film most people (73:5) npreed . 

that Sandra was 'really quite likeable! ond "had a good sense 

of Inmour! (693). She seoned, however, to be moro likeable in 
Lolcester where tho subject-matter wna also arguably more distant, 

and poople in gencral were less sure cither way about this point. 
Sinllarly, there was nore equivocation about the girl's intelligence, _ 
with 10% reristering on uncertainty that ‘oho wag an intelligent 

girl! ond nearly 100 indicating that sho waa not. Once asain, it 

was the Bradford carple who mont often ddenereed with this pateenaee 


Tho discussion croups revealed that poople looked to the evidenes 
of the cirl's background in naling thin kind of judecaenke with | . 
several people qusationing the possibility of har boing intelligent a 
‘given hor relatively uzeuccessful schooling and poar hong snvicoionies 
On the other hand, the rapidity with which Sandra pdeled up the 
operation of the laundry machinery was alco used (ns intended) on 
ovidence fom her basic intelliponce. Tor oxarmlo: 

tho wo educatioxally retarded, duo to her dontnensy 


. but was otiQl a bright girl ~ Lools how quickly she 
picked up the laundry business. ('on-ramual! lady) | 


— Most pooplo (65:3) novertheless agrecd that Sandra wis tyory wealte 

| willed', wéuich is quite a hich percentazo in view of the qualifying 5 
aifectives Since thin vicu representa conathing of gn departure 7 
froa tho producer's intention it is worthdulle to cxuino it furthers i ~ 
@wo main rearons for raiding this Inind of judsonent can be dincovered 
fron tho dlecussion prouna! Tosponns. Firntly, some doubt was 
exproased that the filn had delved dooply exeuch into Sandrats fmnor | 


beings This had been a uajor worry witle actually making the programme, 


being exacerbated by the real Eondra's cosparat4ve inability. to 
communicate verbally and therefore the character's lack of . 
Ginlomue (eolf-reflexive or otherviso). It ws, indeed, the : 


central problea of the mubject. An exemple of the doubt which 
was nevertheless oxprensed takes the forn of the folloving 
conversation fron the 'mamual! discucaton prow: : 


List Mant ‘The one thing that the film didn’t tell you wos her 
nontality. Uobedy know how ube was in the wind -~ 

the film dida't cart of let you lmewe Wo don't 
Imouw if che was Looney oc whate 

ond tant I think che wore a cchizofrolicese ps A 

Sed Mant Schinonhrenic - my wife's ono. I must say T unontt 
Clear guous her 4ntollirponee. It's quite possible 

that she wos a bit mentale I mean cho didn'$ have . 
much echooling did che, becouse che was deaf. 


toe 


his Inck of insisht into tho girl's nental processes ean be 


coabined with a secoad reason for seoing her as Mweak-willed'. 


Tis revolves arouwid a question of ths form of the filn rather than . 


its contont fox there was come confusion of 'file-time! and Ircal~ 
tinst,: Since the programe was cenmresainge a preat deal of real 
tino into a comparatively chart space of actual running tine. 

thero was a tendsney to present Inrge clunks of Sondrats life - 

a pentage: of eventa which were nat necessarily. linked. Chore is 


sone avidonco, however, that nonbers of the audience 


mimmlied such 
Links and uced these to support theories obout Sandra's character. 


For example, the follouins three comonts from different respondents on 


sharo a cinilar asmurmtion: 


Sho wont hone every tine che waa in trouble, lmt.then —- 
Iopt going straight back to the name troubles ngaine 
Thin kept hagunine. (LK) a 


m 98S 


Why dida't che stay longer with her sioter? (after 
the motel attack) - sho didn't seen to be able to . 
stay away fro her old cronies. (LIN) 

I thought it was her om fault. TI would have 


thought that after che pots alnched agnin (by 
her husband) sho would havo learned not to trust 


blottes, but days afterwards che was back cut on 
the streots again (um) 


The courion atmmption is the timing of these events. In other 

words, tho possibility exloted of talding tho. stints juctaposition — | 
of different evonts on en indication of chronological proxinity. — 

~ Hence Sandra could be ceon as going 'ntraicht! back to the onze 
troubles (rather than sponding tine considering cuch a nove), 

or as opending the minimm tine possible with hor sinter, or che 

- eould be seen as being oilly enough to return to the strects ; | 
Nwithin daya! of being attackod again. If the girl was ccenos 
boing constantly taken advantage of, rather than pe norally ebunod, | 
thon there would be coue reason for thinldng that she was rather — 
wealt-udillod in so far an cho nover had tine to toke pocitive actlon. 

- fondraa mental condition was dneluded snong four further statencnts | 7 
about her which respondents wore asked to rant in order. Tho phrasing * 
of this atatenent ast ‘Sandra was nontally deficient was, howovex's 
intended to ‘distinguleh it from the proposition that eho was simply. - 
woak~s4lled, andthe naority of people ranked 4t as tho least 
applicable of the four descriptions. The majority ranked the - 


statenents in tho following ordor, with 86% of the total eaeta: . 
ranking otatenent one above atatement two: 


le Candra was completely deaf 

ee Sanitra waa a cocmon prostitute 
Je Candra was a delinquent or crininal 
4, - Sandra was mentally deficient 
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With the exception of Bradford tranuala!, the other throe elencnts Le 


of the casple wore within 4% a? cack other in ranking the statements - 
in this order. Ninety-three porcent of tho Leicester and Bradford 

. ‘non-manual’ comples in fact produced this ranking whereas moro ; 
than 20% of the Bradford ‘nonunl' comple placed statonont two above 
etatenent ono in first place. This 4s:consistent with that sano 
elonent of the cample saying that Sandra "got what sho deserved! 

nore often than any other elouent (given o prejudice against 
prostitutes), and 44 likely to be a reflection of ‘local Imouledgot, 
Given local concern with prostitution, dt iso in other words poasible 
that this aspect of the f11n could be foregrounded for sone viewers 


at the expenso of other espects regardless of tho aa tas Antontion ; 


4, Specific undoratandinen of the ‘narrative . 


“In the last chapter a narrative was doseribed a on invention of 
ono time-schone inside another. Fron the choorvabdons above it — 
can bo ceen that the audience gencrally ro-invented a tine-schene | 
(Sondrato Life) within the actual duration of the fin virich was 
broadly consonant with the intended diegenin. In spocific gaseg) 
 povever, this re-invention could significantly differ fron that 
: intended by the producer and result in an understanding uhich « fron 
his point of view - was nistatone To return to tho third cocsuent 
given on the provious page, for exemple, tho gap between the . 
"husbandt attack on Sandra and her return to the pleazy pub (ond | 
mere 'bad company") wos intended te be far Longer than a feu dayoe ; 
Tho equivalent gap in the origina? script is in fact indteated as a 
being up to a year in duration. | 


i 


| | | 15. 
Fron the producer's point of view, thon, the lndy in question 

had misread the encoding of Sancrats return to her old ways oo | 
‘coon after* and not "sono appreciable tine after! her lusbandta - 
attacks Alternatively, in terns of Nots'a Grands Syntag=atique, 
the respondent had nisread on ordinary soquence for on episodic . 
one. It has been suggested above that ono of the reasons for 

cuch an assynotry between encoding and decoding is rooted in tho 
enforced compression of the narrative - particulorly in part tvo- 


of the filme fo a nenber of the 'non-mamunl! discussion group 
coonented’ 


It was poverful stuff, but I found it a bit bitty 
in come wayoy eopecinlly intheniddle. “cones 
seened ta jump froa one to another without any 
continuity. I Imow that it was part of the schene 
of things to show her life, froa a toby up to her 
twonties, but you had cach episode, froa the pub 


to - woll, you had to adjust me quiclly to what 
vag happeninge . 


Part ono doca not secn to ies caused tho rane problens, probably 
because Sandra hersolf was croving up and was thus providing a 
clear lino of continuity through hor changing appearances. The. 


. point at issue, howevar’s ds that the perceived cucs for doterniniag | 


the nature of a procersion of events wore not necessarily tho cane 
cucs as those provided by the producer. | 


- For example, in the caco of tho sequence montionod abaive tho 
“producer had intended the acene following tho husband's attaci: | 
upon Sandra to Le a colf-contained incidenty alnost on noido. 

It was intended to chronologically separate the attack fron the 7" 
cconc in the VeD.e clinic. In tho latter eceno Sandra epocifically 
refera to hor divarce fron her husband, which mist therefore have 
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 gixcady happoned, and must oloo have happened after the raza attack. 
In oceunying the space betwen these two scenes, Sandra's potion 
to the pub was consequently intended to be a punctuativo, — 
chronological ‘spacer? with no necescary connection with either a 
of tho other two ccenecs Apart fron the fact that the ceene also 
ceporates Sandra fron hex husband poth piysically. and notaphorically 

“py placing her = not in his coopany = ~ but in the conpany of a mmber, 2 
| of now charactors, the producer included a number of cues through 
" Yinich tho nature of the eceno'a nyntaguatie status could be deduced. 
For instance, Sendra's wardroba and make-up had been changed to | 
indicate a tino~jump, and tho conviviality of the pub conversation 

(in contrast to the violence of the razor clash) van enhanced by a 
unique circular pan chot of tho ascenbled companys — 


Subtle though such cues nay be, they could obviously still bo dpnored - 
or interproted difforentlye This therefore begs the question of. 


how other, moro central. aspects of the otoryline wore widerntood by | 
an audiences — | | 


In ardor to examine poople!as understanding of such cpocific aspects. 
- of the narrative a nunber of statements wore offered to tho cenple 
audience concerning differant parts of the propraxco, Fach of 
theso statements was composed in the knowledge that thedr content 
had ‘been the cubject of a great deal of discussion during the paltng 
of the Progra, ‘and tho sazple was onco again invited to cares 
: diracreo ox indicate uncortainty. 


Statenent ona 


-Condra provoked tho nan in the motel into céacking het. Tin 
statement anticipates a judgenent of motive and action based upon i 


an understanding of the motel scene. It _ invendod a test . 
of whether people had ceen the action as warranted, that is to : 

COS s vhother fandra was responsible for provolsing the attncks 
~The discussion croups actually underlined a certain sabivalence. : 
din the question in co far os fandra could indeed be seen an sie, ; - . 
precipitating tho action, though not the natire of that actions : : 
In facts both discussion groups decoded tho immediate motivation = 


to be the girl's flouriching of the five-pound note at the start - 
of the sconcs 


Sho apreed to throe pounds, tut wanted to — the | 
bloody fiver = that's why he hit here (faanuol! ran). 


' Ske wasn't poing to chanse his fiver ('non-namal?! an) 5.8 : 


Hedther croup, howevor, cconed to catch the intontion that highs, 
was boing playtw. about taking the five-pound note for herself, - 

nor did they refer to tho posaibly mutual mlmunderstanding of tho 
action by cither party, although ey did apres that the ensuing ee. 
attack vas completoly umarranteds In view of the problen with . 

the question, the recults fron the postal curyey may not nea vey 
mich in this Anotonce, but for the record 39/5 agreed that Sandra 
‘provolzed the cant, 47.2 dicarreed and 14 wero unsuras 


Statement tuo 
 ‘Jhe nan in the motel uss nontally disturbed. 


Although Sondra was seen by the discussion groups to have initially 
procipitated the ection in the motel ‘bedrooa, nearly overyons in 
these croupa agreed that the tneat ron! cust have been pentally 
dlaturbed dn cone vaye The tajority of the poatal sanple alco _ 


ne 


om 
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concurred with thin, the preferred decoding, although a quarter 
of then indicated that they wore unsure and a fifth dinagreede . | 
In conbining the romilta of these two questions it can be en 
that the cauplo audience generally decoded the scene as intended, 
that is, Sondra was seon oa being the victia of on irrational - 
abtacke This understanding was also used as evidence for tho 
penoral conclustoa that the girl vas "token advantage off, ‘but 
not as a donf persone Both discussion croups tended to see the 
attack a an occupational hazard rather thon the result of a 
ninunderstandinge | 


Statonont three 


Candra van afraid of i big Vest Tnaton (ho. io 
seen in the restaurant) 


This statonont was included as a toot of at tmdorntondiss of 
characterisation in IMI, since tho Veat Indian Bs ‘eupposed to 

be one of the very few men whoa Sandra encountered uno did not : 

pose a direct threat to hor. In terms of tho storylina, the Veet 
Indian was intended to bo a rather gentle charactor (doainated by. 
(Charlic' in the restaurant scone) and it vas to hin flat that condo * 
fled after tho otabbings A large majority of tho postal sample (76%) 
disagreed with the above stateriont, which sugresta that the nature 


* of Sandra's relationship with this particular can had boon eucconsfully 
decoded from the producer's point of view. 


Whereas thore hed been little difference between the four ae | 
categories of the sample in torns of their response to the first 
tuo otatonente in this nection, the responce te this tatonent vag 
lous iconorphic. Moat of those people who ngreed that Sendra was efrata | 


— 


_ of the man wore menbers of tho "sanual! -categorys One reason 


for this emerged from the 'namal’? discussion preup, fron which 


it was clear that a local projudice was operating apninst West 


Indians in general. Witness the following conversation fron 


that croup) 


' Jst Mans 


end Han: 


Interviewer: 
3rd Mans 


Interviever's 


we 
Al: 
ith Mon*s 


Ist Mans 


end Mant 


Interviewor? 


end Mans 


That Vest Indian chap - he vated to help her to 
start with, but when the police cone to fetch hor 
she tried to explain to hin = to got her cut 

of this ~ but ho never helped her at all. It 
shows how pecple's minds can change. - 
Ho wore only interented in cotting her to bed. | 


There's nobody worse than Vest Indians for 
that ganee 


Didn't you feol any oympathy for hin then? 


(iishearing) Towards her? Yeo, certainly. 
Yo, the Went Indian, I meante a 


Toy Nese : 


It was only becouse the West Indian was playing that 
role, it would havo been the cane if it had been a 
white mane . 

Why a oe Fura ar Vest Indion in the ree I 
mean that, P S normally the West Ind go 
role icntt it?) 


Noat of the proatitution 4 run by Vest Indinna hore. 


Do you think the West Indion in the film vas cham 
to be a pir? 


You, dofinitely. He didn't vant her in hin flat for. 
nothing did ho? He didn't want to rake her a cup 
aes then just let her out of tho door 


(*NeB.e the fourth man wos hinsolf an Indinn) 


Statenent four 


Sandra agrced to be steriliccd. — 


Cnly 1% of the mrvoy comple agreed with this statement, although 207 | 
indicated that they wero not sure. Tho great majority of the audience 
therefore decoded tho fact that Sandra did not agree (or was even 
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cousulted) about her sterilisation. In fact, the producer's 


intentions vere particularly accurately decoded here, as sone 
of the statements fron tie dincusaion groups indicated: 


(Candra) desperately uaatea her iden of a 
happy hone. Cho wunnted x nice houie, the 
baby and she vanted to keep 2t clean herself. 
Sho coulda't have these thingse ‘They wore 


talon away froa her - even her right to have | 
babicae 


Btateront five 


Vhen fandra stabs the non towards the end of 
the filn, she dees no because ho was definitely 
going to attack her. 


‘Tho point of the sceno to which thin ntatenent refers is that 
Eandra, thintss the man in going to attacl: her, whereas the audience | 
can coo that ho is note Nore to the point, tho’ mudience ean hear | 
that he ds not since tha man saya 'C'non, yculro alright! atce, 

ond is actually trying - let tho girl pasa by hin to Leave. It 
waa absolutely vital for the audience ‘6 understond this as far . 

no tho producer won concerned, since the atabbing had to appear” 

to bo kuwed upon a misunderstanding resulting from (a) the cisits . 
doafneonyand (b) her personal history of abuse. | 


In the event, the majority of tho aay sanple (ons) ese 7 | 
_ with the statezont oven though a comparatively largo percentage | 
(2375) vero not surde Waving nerced that tho oa wan not attacking 
" Sondra, the majority of viewers vould then need to find a reason 


for tho stabbing, the intention being that they should refer back ; 7 


to the vhole of the rest of the film. Both tho discussion groups» 


did so to varying dogreen, cuggesting that Sancra stabbed the man f 


ae 
because ho was "trying to get her to cono to bed = Like all tho 
rent of thea’ or becouse Mche thought he was Lik all the 

other non in hor life!, More specifically, nenbers of both | 

croups noticed tho flashbacl: to the man in the mote] and uscd 

this as an ‘explanation ef the girl's tehaviow: | 


Che caw hin as the inage of tho man uho 
attacked her at the motel, ond wns terrified. © 
(amal! proup) 


The actual event wasn't shocking. I could seo 
why che used it (the knifo) because we've cot 
tho shot back to the Littlo Chof motel. Isms | 
curprisod that che actually had the Inifo with ~ 
her thoughe ("lon-namunl! group) 


Tho source of this last person's eucpeiaa about the lato can be 
linked to the omission of the scene showing Sandra picking it 

up at the ‘dossorta! lodgings, but tho main point here is that 
respondents had decoded the sorcvhat fiin-specifie code of the 
flashback in the preferred canner and had Lirted its content to 

the notivation of the stabbing econe. Aas while there 

had been scene equivocation during the editing aean Ahothnr this 
flashb ck was (in Motz's terns) a Subsectivo insert or a Displaced | 
Dinpotic insert, it ‘can be observed that tho members of the dincuncion 
proups caw it as ncase of the former. It saint ‘in other wordy 
seen as Sandra's mental picture of tho 'noat man? and not on on 


artifice of the film as such, 


This can be contrasted with the ‘discussion croat ati to | 

the 'flashforward' of the funcrnl viich opened the fin. thin. 
tended to bo ccen as a Non-dlanctic incort, oY 25 an ee i 
-rotephordea prologue external to the main narratives It wma ses 


_the source of none confusion as thin extract fron tho tnon-casual 
group's dlecusaion chowss 


ie Wee 
Ist Vonans I wonder why it began with the nother's burial? | 


They repeated it half-way through and that rather 
throw nee 


1st Ment Yeo, I didn't cee the relevance of thatee. 


2nd Yonant This van tho deaf girlts link, wasn't it < hor . 
_ link had gone with her mother. 


‘Jot Mant Dut you didn't imow that when it started. | Neo 
murcerings of arrecnont). 


end Mant I think the producer was trying to cay here that 
the programe is all about life ond | deaths 2 ee 
thought it was good actually - it was a fcrotaste 
of a oituaticn which was aaaniae He was 
trying to ack what secloty ia going to do abeut 
at, having scen itece 


3rd Mant The situation vas painted | pee that she drops 

through these social layerne Now she waa deaf and 
everything, but the fact remains that there wore | 

there social layers to drop through. No matter 
what society does there have alunys been these 
layers, and there alwaya vill bee I can't coc any 
reason why it chould ever cheno. Thin ie where 
the vicar's words wero very rolevant. 


Statenent oir 


The nan Sandra stabbed was ceveroly imaeds Lal 
eventually recovered. 


Tuin statenent can bo talzen as a sinple test of peoplatp understanding 
of a piece of straicht denotational informations ‘The arresting | 
officer at the end of DUST epecifically cays that "the man hu 
since dicdt, bo ona might expect moct people to hava dinagrecd - 

with the propesitiea. Tho statenent wos ho. tvor, included for 
another reasone Tho producor had originally wanted to have a eso 

- thot of the stabbed ran, showing hin lying entirely mde upon a 
nortuary elab, Which vas intexdad to provide the mudfence with ao 
strong connotatienal sign that he wae in fact dead before Sandra. 


herself knew for certain. That shot had been cut fron tho film in 
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favour of an extended closé-up of just the ran's face, ubich . | 


arcquably reduced tho powor of tho original signe 


It was therefore decided to dnclude tho above statenent in ordor 
to find out how the remaining information had been dacodede In 
fact, the majority. of people still disagreed with the ctatexe nt 7 
aa the producgs wld havo intended then to do, wut at 61% the 
percentage was surprisingly low ~ 16% actually agreed that the _ 


nan had aventually recovered and 23% wore not sure either vaye- 


Ia addition, soven out of every ten Bradford respondents disacrecd 


with the ctatezant while only half of the Lofcoster people did 
‘pos Sdnco the original events had been extensively covored in 
tho local preso in Bradford it is once amin possible that tho - 


reason for thin difference 1s rooted in factors oxtornal to the 
fila 4tcolf, 


Although these findinza lead to the conclusion that the loss of 


the original longshot ray havo danaged the intended underatanding on 


at thin point, it vas found that the discussion groups actually 
had 1ittlo trouble 4n identifying tho nan na being in n rortuary. 
Voving asked one mosher of the tranual! group whether tha stabbed 
man had subsequently died, he replied: "Of courss ho had = thott 
viy ho had a voodveri: pillow", | 


Another cxazple of comnotaticnal encoding hich wad examined was ~ 


Sondrato uso Bf drugs, There were dinlocus references to ‘pilot ; 


and chots of then bolag Given to tho girl, mut they were never 


epocdfically identitied as anphoteminos or aad or indeed 


a 
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as'drugs' as suche An additional statement concerning this was 


consequently inserted in the questionnaire ond this tino the 
response was moro clear-cut, with 76% of the total samplo . 


~ 


| disagrcoing with the proffered statenonts : Sandra never tools 
aru! “Se, 
“Ono last aspect of the narrative with vbich tho survey dealt | 

"yaa the perception of a 'turning~point" in the atorylino. There 

wore scveral critical junctures in Sandra's life which the producer | 

pov as contributory factors in her downfall, but the najor turn | 

domvards was considered to bo the Girl's ccarring at tho hands. 

of her first real as laa Ag the original AIV aad releano 


 eadds 


Dumyeee sensitively chronicles Sandrata carly — 
lifo, her first Job, her first love, and tho 
dreadful moment vhen things started to fo 

wrong for here Scarred both physically and 
nentally, Candra's life became a sorties of 
degradations culminating in the death of a 

man at her hand. 


In asking on oudience vhother they aisctl with this, one was 

in fact asking for more thon just a gudgenont about dranatic - 
btructuree Tho question could also help to indicate how people . 
had perecived contrasts botween different nots of circunstonces 

in co far as they were coen as being separa rated by a tumning~ 
point. For example, depending upon where poople judged a tumning- 
point to occur, it would be possible to draw conclusions about 
the rolative values which had been given to different aspects of Fs 
the narrative hi different peoples 


For theeo reasons the edeetion about Beta cages was iosonkes, oo 
: = open question = without drawing attention to any particular port 
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ef the programe - and those parta which were sugcested an ithe 7 
points in Sandra's life can b2 ranked in the following order. As 
in the earlier question about "scence viich stuck dn tho mind! 


_the nost popular choice of a 'turning-pointthas ‘been given a 


score of 100 with the reat in proportion. 


Ze (100) Sandra's narriage and subsoquent pristitution, 

2. (58) Wer scarring by Inn, 

Yor introduction to druga (by Charlie), 

he (27) Mer sterilisation, 

S (19) Mor return to tho stroeta after her stay with the sisters 
The birth of the first baty. 


6. (13) Sandra's diccovery of hunband with Crosa-tyod Annes 


Ner fight with mother over Phile 
Her divorce. ; 
, Death of nother. 7 . 
Her 'rojection' by or of the coetal worker aftor the ce 
Veale clinic «: TOM « : 
Notel incident. . 
7. (8) The etabbing (at the end o2 the fin), 


8 (6) start of regular driniting by Sandras om 


tor relationship with Charlic, 
ae first Jobe 


One or two people felt that thore had been no real turning-point in 


the filn a9 a whole, and the muzeation of the stabbing at tha end 
of the programe aa a turning-point is effectively Anplying the 


cone things Iowever, it is clear from theas findin=n that it yas 


the narringe and not the searring vhich van generally seen ag the 
eritical avent in Sandra'n lifee Moro accurately, it Sik tho - 
husband's subsequent use of Sandra aa a prostitute which ~arked: 


tha major ahift in tho story for most people - as in this coment 


fron a Bradford lady; 
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Tho marringe vas the turning-pointe ‘When Sandra - 
‘gave her-whole self to cher partner there was 
nothing cho would not do for his to keep then 
topothcr, no in ry tind there was no hope for 


her once che cot into this ansociation, since ke 
was ruthless to her for his own selfish woyse 


(ac) 

In Locking at people tg comzentn, fandra's prostitution can ba 
said to haya been given a higher affective valte than her 
‘physical and mental scarring’ at the hands of her firct boyfriend. 
This, however, in not to say that the ovonts leading up to the 
marriage and tho prostitution wore geen ap being in wniforn 
contrast to the events which happened afteruards, nor io 1t the 
caso that the canple itnelf uniforrntdy opted for the marringe as 
the main turning-pointe For example, rout poole uae their 
coments in proceasual. termc, often ncationing ccveral eitferont 
crises and arguing in effect that the marrdare was not co much . : 
a turning-point ns a cignificent tightening of a dowsard spiral | 
in which Sondra was alrenty locked: — | 7 

Tho turning-point wn when the boyfriend neared 

her faco, This led to a downhill clide which then | 

took an even oteoper dive with the picp vhe caches 


in on her body ~ the drugs being the fircl straw. 
| | (LEY) 


Corrolativoly, 4t was the babh urn’? pieple hd tended to opt 
for the marriage, whereas tho 'nanualt people tended to co for 

‘andrata introduction to drugs and/or drink en the rignificant . 
chango dn her cirowstances. It is also worth noting that such 
adeeanntes wai mostly based upon a gencraliacd understanding 
of content rather than forn, cince the sceno which had really . 

‘otuck in peoplots minds! = the motel scane = was not very often 


cited as boing a najor turning-point. 


ncn iE ene NA NIa OT APSE ONS UN na D ES Ma See 


Trofersionalt underctondine of the prorresmoa 


In addition te the toon} and 'non-namnlt groups, a third croup 

of smople had been organised in order to compare their howe: of 7 
the propramne with those of the firnt two groups and the producerts. 
intentions. I have put 'profecsionalt in inverted satan hoemise | 
none of the menbers of thin croup were ctrictly-npeaking — 
practising film or telovinion producers, but all. of then could 
dononstrate a professional intorest in flin or television. thoy . 
had either taucht film stutien courses, had worked in television —. 
wn tho past, were currently cnpaaed in pestgradunte study of fin 

or wore professional uriters or photographers. ‘Hono of tha menbern | 
of this croup wore connected with ry oun undyorolty dopartzent, | 
ond nono of then had cten WWINY at tho tine of its original trans 
nissions | | | | 
Tt was Uloly that this group would bo prediaposed to enter into” 
en “n-depth! dincussion of the programe, and they might have | 

been expacted to be more critical than tho other tyo groupoe 
However, the otudy was ; loss concerned with the fact of puch | 
erdticioa than it was with the nature of people's cece i 


and the reasons civon for thene — . te.” 


Goncrally bpealcing, thin croup concurred that Dune ies: a his = 
otory of a cirl for when one was bound to fel eypethy, but they - 
_alne constructed a ‘professional. distance’ between siccasiven a 

and the gcubject-nattor. For instance, they were very much more 
inclined to coo DIN as a television programme about o ctrl: 

called fandra than an a reconstruction of fandra's life which 


Wey 
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kappened to be on television. /5 such the programze was not soon a 
co much as a case of ‘shoving ourselves to ourcclyco! as a 
media of the producer's intention to do 59. ‘The group's 
attention was consequently focusned upon the inclusion of cuss | 
ead cluss within the overall s tructure of tho propravsic ao a 
pleco of television, which in particular instances lod thea- 
towards m moro accurate decoding of tha message vis-a-vis tho 
producer's original dato: tion. Novertholess, that come conselous 
search for narkera! or cimals of genre, narrative structure or 
character alco led menbera of thin group to read into the film | 

a number of cuca which were not really intended nt alle 


Wore aro tuo exazples of what I nean. Doth of the tnon-profeestonal! 
diccucsion groups had 10on the imnediate attention for the motel 
attack as being rooted in Sandra's intention to keep the ‘neat 
man's! five-pound notoe They had also cought nn explenation for 
_the attack dteolf in the canta mental inbalance andthe fact that 
"there's a lot of blokes walking around Like that whe would do 

a thing like that’. Thore was a tendency, therefore, for these | 
people to refer to recoived stereotypes of the mon ac a 'yhoroe | 
hater’; as the type of man who vould attack seseone Like 5 Sondra 
whatever tho circiistancese They wore, in other vorda, referring 
through codes operating in the prograsze to the rulen of social: 7 
life, which in this case ctate that boing viciously attacked is on - 
occupational hazard of being a Prostitutes In conparinon, the © 
‘professional’ group were mare dnclined to seck an explanation 

for the attack froa within the film dtoclf, and can be said to | 


have arrived at an understanding of the scene which vas nero 
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congruent with that of the procucore Witness the following 


conversation from thin third diccussien group? 


lat Fant 


end Mans 


I felt tho (netel) nceno wont on too miche Icould 
have just boon given a hint about what happened inrtead - 
of actually watching hin contimia to omanh her upe 

I didn't look, in fact, for sac o7 it. 

There are two ways you can look at it - you caa ask 
whothor it van narrativoly umiccestary, or you can ask 
about the wuny it was choot. I nean yether it was 
Hitchcock ar whatever. I would have cut out tho second 
action, definitely, although I thin the important thing 
about that sceno wan the way he went, ina flash, {roa 
being rational toeee - 


Lot Vonantl think the important thine was that slice was only playing 


when she took the money; it ywestt o idind of doliberate 
stealing thing, en? it was the complete misunderstanding 
betwoon then over that “hich waco important - that was one 
thing about hor being deaf of corre, 


(Cucstiont Vhy do you evy che ims only playing?) 


Int VosantDecause of her expression, and the way cho cecnad to be | 


Ast Hans 


geing along with everything quite happily up to that 

point. Wo navar thought before that che needod to take 

the noncye gi Peers ae 

Yes, and o1 voflection wo were definitely oxpecting something 
to happon because of the bulle-up to that sconce Ab tho 

tina I ws moro interested in the necinl placing of the 


‘gone Thora was a vory clear distinction between tho 
first two men according to class, whereas the (motel) 


mon clotted into not quite cuch n clear distinction -  - 
between working and middle class. It was an unimowm 
oituation for Sandra; I mean the drive cut of Bradford .- 
wan different for a start, so che nicht voll hove tried 


to be tcasingly ployful in order to fool her wy (in this - 
new cituation). 


Althouch this proup ppontansously agreed that tha noted suns he 


— fgtuck in the ind’ more than any other, they can also be said 


to have been more prepared for it an a crucial ~ if unspecified “ 


' events Tile wan becauso they recopined that the otructure of the 


narrative wan ‘building up’ to that scone ond they may therefore | : 7 


have been forcvarned to look for procias cnen of motivation for 


any subsequent action. It remains a fact, for instance, that the a 


lady in the above conversation was one o* very few people in the 
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whole sample who specifically caw the immediate motivation for the 
attack ag being rooted in the protagonists! mimunderstarding of | 
the situation ~ which was the preferred reading. 


The kind of search for clues leading to such on understanding involved : aa 
weoing the ‘neat nan’ as amimlmown quantity froa Sandra's point of | 


view, given tho characterication of other men in the film rather than 

other mon in noctoty. It also involyed an accesa to coden of tine 

end distance cuch that the motel itself could be geen as boing tout!) 

of Drpdferd Cand away frou Sondra'a normal pitch). Indeed, as will ; 

be show in a monont, the tproferstonalt exoup appeared to be able P _ 

to decode indicators of tine nore accurately with respect to the 

producer's intentions, but then they also had n tendency to sce 

cymbolien where it was not intonded. ~The folloving coment reveals 

on acute perception of a known difficulty dn tho fila, but it also 

cuggests that a potential answer to thio vas farscen and foresuorn — 

within the narrative: . 
The problea which the flim ran into, by equating 
(Sendrato) neod to have affection with what : 
conventional morality would call her "loose sexuality’, 
was ovident. All tha nen are cast as villains on the 
whole; the women core out of it quite well, with 
one excoption - the dark-tairod one (Crosa-cyed Annee 
If there de an equation botween her own affeetionnte 
nature and her Loose soxuality thin seened to be 
resolved by the narriopoe Wowover, the carrioce 
is introduced by the scene of her nother petting 
into choes which are too tight. This means thet the __ 
tarringe in being signalled as being constralninse 
The marrlago consolidates the equation rather than 
resolving it. ; i 

The point I an maling with this quote is that tho priviledsod access - 


vhich a "professional! vleyer nay have to many different ffing and their 


yin, 


nadan of signification can equally well lead to fapeeeon’ decoding! Ae fa Fe 
as to an taccurato reading’ of the text. In thin case, 'Hother'al 

difficulty with her shoen was intended to be cinply a sign ot tee Be ee 
failing health - not a synbol of approaching restricticn in the | e * ak : 
marriage. . | . 
The ‘profesaional*® pee apparent predisposition to nee metaphorical a 
_ pynbolien in the film noverthelesa led to a nunber of observations 

which can be dircetly related to those of tho producers For esanplot | 


I doa't think the actual details of the fila are 
that inportant, because the main idoa 4s that (fandra)~ 
just starto going down very fante Eoactly how sho 
does 44 not that important. Having caid that, tho 
damhill thing was emhnciced with tho kind of chots: 
themselves; ‘particularly with her sister - where che 
coulda't stay. Sho left (her sister's house) and you 
actually ace hor walking off downhili. The next chot 
woo in the pub agains sho has D iitorally gone downhill 


to it, past thorce docs meer avout in shot - was 
_ that dog planted? — 


Voll, the dog was cortainly encouraged, but te ex of aie fae 
actress walk downhill was alco a doliberate nove on the producer's” 
behalf, and it was evidently a nove uhdeh was conaciougly recognised 
by this group na a sign of deterioration. Given the probles: of 
verbalising such underotandings one cannot eay that tho other groups | 
had falled to seo this sign, but the point atil) holds that the . 
Inrofecatonal’ croup weso specifically searching for such indicators | 
din a woy that the ‘non-profersionals’ were note Just as DuIY's 
technicians felt that their refercnce-groups were other tocknicdann, 7 
no the ‘professional’ viewers expected the f1ln to follow certain 
rules of filnic logic. Having agreed between thennslven that the — 
motel scene had been ‘overplaycd", this third croup also ngrecd that. — 
this wae dn fact neceecary for tho purposes of tha narrative: 
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Ist Mant I think the rotel was a turning-point in a way. Lven 
though che wasn't killed the build-up of expectation 
meant that sonathing very inportant was coing to 
happene’. This was a justified expectation because |. 
/ her being attacked was what renlly caused her to stab- 
the bloke at the end. Wer expectationn of other 
people, and particularly of men, were changed by thet 


attacks ‘he way you saw that flash of the firnt attacker 
‘at the end indicated that. 


2nd Mant ‘That vas presumably the reason why it (the motel scene) 
‘was overplayed - co that 16 is sot up ready to ba 
recalled later. It's a question of structure really. . 


The firat reepondent's apparent surprise that Sandra vas not kilied . 
dn tho motel stowzed in part fron his understanding of the naturo © 
of the attack, but also fron an initinl predisposition to read 
a structural device in a particular waye As ho said at o differcnt 
point in tho discussion: . 
The thins about tho motel scene ds that I originally 
agewed that sho was going to be killed, and that 
was bocnuse the first ecene had been a funeral. You - 
- obviously wont back in tine and co cn, bat I asmred 
. that this was (Sandra's) funaral, until you cee that 
dt wan her mother's, I thought originally that this 
was posing a narrative riddle in a conventional way. 
which was to be answered by the reat of the fila + 
that ion, how did Sandra actunlly dic? Thin was 


- evidently a red herring, or a deception on the part 
of the narrativoy a kind of hook if. you like. 


After cono reflection this man kad recognised the Beers ae 
what it was intended to boy. a kind of toanor.to involve. an audience MI 

froa tho start. It is novertheless significant that he had ales 

peon this opening as ‘ccatyontdonalt , that is to say, Like the nee a 

of opening one might expect from another exnzple of £4ln ae . ar 

televinion drana, Onco again, one's experience of theao reedia could 2 

thorofore work against a preferred decoding ag welll ag vice-versa. . 


» 
t 


| ip: 35. 
Cerpite such examples of 'nisunderatanding' at a paradipaatic - . | 
level, the 'profecsional! graup generally decodad the syntapzatic 
cooponents of the programe in the preforred waye On the question : 
of time-scales, for instance, they susgested that part three of 

| puna had covered 'a menth® or "a fow weoka', whereas the averace | 
duration of the story had beon given in terns of years by the 


rein sample, Tho reanoa given for this Judgement was the relative 
continuity of part threos | 


There yore not 50 maay coparnte atagoa of her life, 
4t ws all a continuous corics of ncenes about a 
continuing oituation. 


findlerly, this third group encase to be using the ibe eaibian : 
of tha codeboots oxployed by the producer whea denling with epectfie 
narkess like faden-to-black or dinsolven betucen shots. For example y% 
they were dnvited to discuso that part of the fila witch follows the 
searring end precedes fondra's fight with her nother; a section 
Welch includes a fado-to-black: after tho oister hag telephoncd! tant 

to find out why he had failed to appears A fade-to-black is ahirly | 
heavy instrument to uce, sinco it presonts the viower (albeit 
monsatarily) with a blari: ccreene It is often therefore used to 
indicate only quite lerge tine-fucps or fcr cpecific sssetreting : 
purposes much as marking the end of a chapters the ond of 'f saptlediae : 
chain of ovents (or the beginning of a new cection). In this case it 
was intended to carl the ond of Sandra's relatively Manpy! period 
almost the end of her ace of innocence which had been physteally 7 
ruptured by the cearring and concwnd in hor realication that "Int — 


was not coming back - and that che was acerred for life. In fact, ts 


tho fade-to-black batween the telephone scene and the cceno where #3 4 ae 
Eandra seets 'Phil! fulfilled on additional roles It both covered 
gor and retained a troce of an entire scene which had been rejected 
during Seodackisk: In the origins? serdpt thig acne vas sot ina 
. TeVo factory, in which Sandra was to have besn shom assesbling 
components aa a production lino where cho looked folder! and tcoarsened! 
Anccording to the writer's directions). Tho ceene would therfore 
have provided a cuo Lor oupposing that tine had moved oa (pince the 
girl had evidently changed Jobs) and a cue tovarnts inferring that | 
Sondra herself had changed. Tho scene had beon modified during scomnetiog oo 
for the practical reason of roducing tho mmber of different locations - . 
to bo found (it was re-located in the dry-cloaning factory), but was - 
oventually rejected within the briof to Loso ier Pins: 


| ‘Thin left tho producar with tho option of a fade-to-black froa the 
tolaphore acone, which was therefore intended to be an duportant piece 
of punctuation and which vas elso seen en mich by the trrofessional! 
groupe Althourh I did not mention the fade an auch, a nenber of, 
this croup had this to say! . 
After Joan ringg Tan the fade to binckiaa a |. 
definitive picce of punctuation. It ecant finto | 
the abysat. It doco not matter whether it ims 
a chort tine afterwards that we ose her going into | 
the pub - or a long tine - because it do an now stage °C 
ao new world; a now part of the film. Tt vas a 


narrative punctuation rather than an indicator of 


time pascing, although a cortain amount o2 tins 
had in fact passed bys. 


foa result of the general opreencnt with were cormnnt, tho monbern 
of the "profensdonal® eroup decided that the ocarring ond its 


nftoruath vas the main turning-point of the ffin,y as another nember 
pointed outs . 


There were several turning-points, but 7 think 
there was a central turning-point really - back to 
her first relationship, After that sho went back | 
to set up with the black-jacketed pentlen®n(Phil) 
and it wos very clear vhat wns going to happen 
thene Once sho.was sot up with the accond guy 
sho was marked down in ay mind as a loners I didnit 
know that befcre. It ws if che had been lifted un 
abit by the fact that che was gotting on quite 
- woll with the middle-class boy, mul thon « batgy | 


‘suddenly it all went wrong and that renlly triggered 
off the rest of it. 
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Seeing thin erca of tho filn as being the main turning-point (based 


upon o preferred reading of the fade-to-black, onong other factors) 
can bo compared with tho majority of the main caxplo'n view that 

it woo Sandra's marriage which was the major. turaing~point (vhich 
was chocen becouse of Candra's subsequent = or more accurately « 

| consequent prostitution). The interesting fact nbout this 
couparicon in that the forser 4a in pert a judgement about fiato 
atructure viercos the latter ia in part a Judgenont about seuta 
structurds | 


Another indicator of tine unod in tho programe ten hs inelusioa | 
of a mmber of parled-cpocific nongae . Theso wore gions used as 


part of tho action, boing actually performed by "ants group ox 


played on record-players by the characters (rather than being used | 
na atnosphere tracks), but they had also been chosen as 'roninderot 


of period. The ‘professional! discussion group wre novortholess 


the only people covered by the study who epectfically nontdonsd tho 


congse In fact, one monber of tho croup referred to thon as 'tha 
major indicatora of period’. ‘This docs not daply that othor prouns. 
had not been subconsciously aware of cuch indiators, but it does . 


show that the third group bad attached cone inpartance to then an 736 

9 eeeuhicuse: fSinilarly, they were less concerned with the potential | 
: fndoxtcaldty of locations than they wera with the balance of ono | 

6 of Iccatica vith anothers hy this I moan that the 'professional' . 
— wore less concerned with hoy the different locations night 

| rolate to actuality than they wero concerned with the relationships 

“of differen’ 1 locatioss with cach others Indeed, ona ssectbow felt | 

. that ‘the Locations had been "a bit of a pastiche’, having been 


choson for the purposes of the flim rathor than the purposes of 
: trict docwantaricat 


oe folt tho ftin's er ere wan Seluoen a weston 
view of the middle-class and a particular view of . 
the working-class; tho ruling and licmonproletarint. 
. Structurally the film was poised = « hald in a position 
. Like that, so tho question of whether it vag real in 
no conse docsa't arisee It works in terms of the 
balances The locations wore not, for exomple, done 
in cront dotatl. I noticod that a 50% van had boon 
carefully placed dn position in ona shot, but tha 
actual houses didn't seen to havo anything of that - 
cort of Novyidead oxactness about then. The important 
thing was the contract between thea - botwcen Ian's 
' place and kere for instance. 


Cnee agnin, tho film is boing regardad du its oun terns here, as 
renlis rather ‘than reality and ns a construct rather than an obget 


trouvd. Tha "profenctonalt group's willing suspension of disbolicf | 


can therefore. be cold ‘to have been less succensfully suspended in 
this cane, but the reacon civen is vory interesting, ‘The renpondent's 
referent for bin coments about tho locations ws not ‘reality! tut 


esetiee forn of realica ag ‘dncarpernted in the Hevin televioton 


commercials. the Yornctnecs? of theue comercialst representation of | 


predoninontly north-country period locations is, one might cafoly _ con ie 
gueos, massively contrived and designed to induce waves of nostalgia 

for people end places which rest of us have nover experionced. Dy _ 
contrast, WUIY's Locations were intended to stand for tieassivan: = ’ 
even thouch the producer also vanted his audience to distinguish E ry : 
different typen of housing, and respondents dn the ‘non-profensional! 9 
categories do coon to have taken this for granted more than the a 
'nrofensional? peoploe 


mie Leads into a lengthy discussion which the Iprofessional! croup | 
coneratcd on the subject of the procramoe!s overall fora ond . 
authenticity, but before oxanining that I would Uke to deal vith - = 
nono epecitie points of detall rained ty this groupe Firntly, thoy 
picked out various ospocta of the proprame which had ceened to bo 7 

co than totally convincing in thensclven. Like the other tuo 
discussion groups, for instance, thin one concurred that the ccarring 
ecene kad boon tha cource of como confusion. Tuoy were adnittedly 
ecked abcut this in a rathor direct way (leoe "Did you find tho 


ecarring aceno eredible?") tmt tho ansvor was clearly and generally 


lot, One member continued: 
I could cco tha boy was asserting his jroperty rights i 
over Sendra - this comes from his basis as being ina — 
different wereld, and also fron the filste notion of 


acventure/romanco =~ but it was a filmic davies, a bit 
of a cliche, end not very woll cone. . 


The Jaundry scene van elco picked out again os not having tring 
_true!, with renbers of the professional! group exprussing sinilar | 
tiogivings about the forcran as those given corlies by the tnhon- 
profeceional® people. A member of this third croup nino mentioned : 


one of tha early scones in the cchool as otriking a falee noto, 
although they wero unable to cay exactly tiny? : ; a ae 


Where the girl was being taught in the school; 
particularly where cho was supposed to make the _. 
Slong 6 on the snako!t - that pare ring true to 
ne ft alle I don't tmow why, I havn't pot any 
information about tenching tho doaf, it ust. 
didn't nvca right to ne gomshowe 


Vell, the coxion fnctor here io that both the foresnn and tho os 
toacher were conuine, although to vhat decree on audience could detect . 
the difference between oa actor aad poneone playing thensolves -— 3 . . 


is a question which opens up up different areas of research ante 0 acting 
coden ond their porcoption. | 


Ono other point which was picked up by both the scursnatonal® ond | 
‘non-professional! people was tho extent of Sandra's recovery after | 
the motel attack, ‘That is to cay, noubers of all. three groups wers. . 
surprised at how woll sho had recovered civen the vicicusnecs of 

the attacks In no caso ws this observation found to dininich the id 
irpact of the motel scone, and where her recovery was mentioned it. 
was often usod as cvidence fcr cocing a Lengthy tine-juzp betwson the 
end of part two end the beginning of part seo: Bovawess BS o 
point of outhenticity, peeple clearly expected Sandra to have : | 

| sustained gonsidoralily mare physical danagee Indead, the real cit 
had recedved cerious facial and other Anjurics, including a ‘broken 
nozo, but having the actrees wear prosthetic nose for the hole 


of part threo had proved to be inpractical for the purronos of 
- production. 
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In moving away fron epecific criticlans the ‘professional? proup . 
generally decoded the programe in the preferred mamiwr. Cno 
meniborts initinl reaction vast 
Horrifyings Pia tes eatin oy et 
the tines I felt co sympathetic and no involved 


althouch I was trying to distance oysclf. I . 
wanked to got away fron it. 


Apart fron tho queation of ayapathy, this grow had been netiod to a 
respond to other points froa the main questionnaire for purposes - 


of comparison. ‘They had given tho scarring scene as the main . 
turaing-point, for instance, and in addition they concurred with: 
the producertn point of view that the West Indian ran was *not 
exploitativot. In fact they thourht that this maa wap Yetunid 
ond plou-witted! e sasevine that ho had ‘probably tharefore cunis 
to tho sano levol, as Sandra had done throuch boing deaf ina 


hoctile world. As euch they were almost Idndrod cpirite, 50 Sondra 
would not havo boon afraid of hin. Tals croup also nav the stabbing 
at the end of tha programe as the producer would have wanted the — | 
to. T asked about the stabbed manta attitude towards th: clrl before 


the stab itcelf, and ong. :respondont sadds., 


‘Wold, you didn’t really know who bo wage Me hadn't 
really onerged as a person at alle I thought ho 

was almost an accidental victin. Wo wasn't poing. 

to attack her = he was almoot anbivalent towards her. 
gust boing hunanly attentivee Uo was also drunk, 

and Sandra obviously thought that this was going 

to be a repeat of the motel thing. 


fe regards the overnll heasage of the proprarny, the following 


nenber of tho Eroup appearn to concur with the idea that 1% carried "a 


the documentary nopiration to chow ourselves to ournelyes? . 


29 


T thinks ho (the producer) was trying to shov 

what it is like to po dom this sort of conveyor 
belt, where onca you've gone co far it is alnoot 
Inevitable that you are going to go all tho way. 


Yowover, thin respondent added 


I probably wouldatt have watched this sort of 
ploy if I'd cocn a little trailer for it, become 
I vould have mam that was coing to happene 


It's another Cathy cone hone or dna the invbriate 
WORN. 


Who reference to LUIY ann 'play! nnd tho respondent's evident 

pant experience of avowedly sinilar productions raisea perbaps | 

the most inportant point of the ‘nrafepstonal! group's discussione - 

Tis was their ceprocintion of the docunentary aspect of tho programa. - 

Nonbers of this group identified part three of the filn as being 

_*mere docunontary-Like! ‘end spontaneously curpested that this wag 

—bocauss it was mors coubinuoug, with the cancra pening ‘to ffollow - 3° 
fandra around’. Tusy also npontansonely observed that there were 

more close-ups in part three than in the other tvo parts, and usad 

this ao on indicator of ita documenteri:n. If tho reference to the 
cemora following Cendra is talen on a reference to actual camera- 

“povenent, then all of thee coments ara accurate. So tha fact that 

there won mare crsera-tiovenonts temporal and plyraical contimity plug ; e 

a greater uso of tho dose-up in part three indicates that theso 
aspects were boing usec by both the producor and tho tprofonsional! 


yiewern aaa code of doowentarim, 


‘ho for an tho rest of the progracma was Sencunsady paeeeess it waa 
Literally another story. T apind shathir caesend of tha croup would 
have made any majos changes had they been mating LUM thencolves, | 
and received the following views: 


Ast Mant 


(Questions 


lot Mans 


_ the programe was trying to do. The caption vas trying to 


end Hans 


(Cucstion: 


end Mant 


_ rlased out a creat deale 


os GAL: 
I dontt think the docunentary nepects were particularly ~ 


underlined. They cane through thes use of titles at the 


begining and at the end, but other than that £¢ was 2 
good story and it vorked as a story. The scenes which 
worked as a docwientary moat of all wore probably those 
uith the younger Sandrase After thopo had passed there 
was very Little that Locked Like doctmantary except 
porhaps at the end. It looked Lilzco conventional realist 
tolevicion drome In that sonca I suppose more could 
havo been doze with the docunentmry aspects; ina 
nenne I feel when the final title cones up ~ caying che 
has done her tine in prison and in now on report « that 
this is nudcing me to nate angther response after the 
drena has already done its work. Tho title nakea no 
focl certain things and gives se certain responscs vhich 


in a way I f:el da choatirg in co far as it re~introduces. 
that aspscte 


Vould it Lave nade a difforesce to the way. you approached 
the programme had that last caption not been there?) 


I don't thinks that would havo altered che vay the programe . 
vas experienced in teras of its narrative flow, but at 
vould alter. the way I then thought back about it and what 


male mo realico conothing about tho real world which wann!'t 
nececoariuy there otherwiss. 


I find nysolf boing really quite disuinsive about the _ 
preducer'ts motives, because it really was quite scnsationale 
It mirht havo had a bit of a rocinl rensaza, but it was 
guch a banol. poctal ueceacge if therewnsone. It was just 
vory obvious do-pooding. ALL that coing down amd down just 
rnde ne feol a bit cickse This took tho ffin into placaa 
whore much more could have been dome = socially ~ with 
dicadvantaged, digpacseased poople. Vown-and-outse A 
whole world of nocial concorn could have been oponed upe 

It (the fin) really was a characature in a way in order 

to raintain the oympathy for Sandra. In that conse it 


You mention 'charncatura’, and someone olso sontioned 
‘ropotition’ in the film ~ do you mean this to te a’ 
eriticion of the film an a droma-coctmentary?). 


Voll, I'd like to have coen how she coped with the rect 
of her life. You didn't sce how che coped with the social ~ 
eystens covormient agencies wio would precu=ably kaye had 
nome contact with here There was that brief montion of the 
social worker, and you sco a bit of her coping when she was © 
worleing in tha factory, but the film juat accelerated after 
that. The tino-scale ws reduced and tho film just 


' concentrated on these horrible relationaghips which sho 


had with non. 


(Question: Would you cay that the rocial worker was badly craun 


terms of tha filn, or was he being drawn as ineffectual 
in terma of the narrative?) 


ond Nant It was almost on if rhe vas being drown like a traine 
‘fhe was plouching along and ko (tho scefal worker) was 
just flipped asidee Heahad hardly any impact at all. 
fone of these comsonts equivecate between a diabolief in DUIY ns 
programe and HOI an a record of actual ovents. Ono of the 
reasons why the film concentrated upon Sandralo ‘horrible 
rolntionships' vas because ghe dide On the othor hand, tho fact , 


of her de Cracation certainly mado a good story and was one © 


of tho reasons for malcing the film in the first place. Howover’, tho 


charge of fandra being a characature in more serious and Linked to 

this end the othor croupa' occasional fear that not enough wis 

rovunted of tho girl's inner being. ‘this, au I montioned carlior, 
“woo of central concern to the producer ond renaine n problen for any a“ 
deaf person who bappons to be called (OUTY', tho key point hero fn 
that the programe loolzed Miko 'conyontional realist teloviston dronat | 


to meubers of the 'profecstonal! troup. Unidle the tnoa-profenntonal! 
people, they did not extract ONY fren the noraal pattera of 


telovinion precramiing in as much as 4¢ was not ceen as belng 'different! 
ov unconvestional. Thera ard, however, two coparate orders of | 
understanding at work hkera. . While tho ‘profersionals croup saw the - . 
programe as eno of several oxanples of realict film-making, the - 
‘non-profenoiensio! tended to soo the programe an maintaining a 
difforent percpoctive on reality. The "professional! group had a 


protty clear idea of what conveations wore boing uscd, and cxployed 
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"thin kmouledge to explicate not oaly cpecific points of detail dn . 
the film, but also dts underlying structure. This ws precisely 

what the fin nocdod to dinguire in order to represent itself . 

eo on objective ‘unstructured copy! of events in Sandra's Life; 

ita mudionco nocded to be those whe would sce At a on iopressioa 

of reality, not an demronsion of reali. Although it was the 
‘professional’ group uko ocen to have most conoistently decoded =e 
the procrasme in the preforred way in terns of the intended content, 
4t was therefore this camo croup for whoa thd producer least wanted — = 
to produce his procrasne, =~ _ . 
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It was necessary to write this thesia because without such a 

study it would have been very difficult to describe in aay detail 
“how @ programme like DUMMY comes to be made. It might have been 
possible to piece together a likely model of such a process of 
| production by looking at books written by professional en diceea, | 
critics or media scholars, but one would have searched in vain 
for another descriptive study which prosented r systematic 7 
analysis of a particular case of: cultural production in the form 
of a comprehensive, point-by-point critical narrative. 
The point of recording all the minutiae of a given case of television 
production, and the point of asking anette else to wade through 

it all, was therefore to produce a clear contribution to our stock 
of knowledge in the form of a descriptive document, ‘This - 
chronicle of events can then be regarded as an historical document} 
en exercise in contemporary archaeology which provides a detailea 


source of material for use in an integrated programme of ee 


‘yesearch. — 


The study nevertheless aims to do more than sinply fecha ‘ series 
of events. It has also been used as a tool for analysing so 
particular mode of production in a precise way. In locking at a 
drama-docunentary, it has not sought to explicate the construction 
of a realist forn through an examination of the product, but has 


attempted to do so through an ‘examination of its means of 
_ production. 


. 2 ee ag 


In this respect the study stems froa and relates to éercnrenia 

of media research which was carried out in association with the 7 
Council of Europe during the early seventies. Thia programme 

was concerned with the problems of understanding television 
Languegey and it culminated in a ‘report from the Centre for Hass 
Communication Research at Leicester University ‘anda colloquy 
held in Copenhagen in 1976. The work provided a number of 
important cues for the present etudy. because the reetinga which 
took place between both researchers and broadcasters in Copenhagen 
and Leicester opened up new areas of discussion and paved the way 
towards a greater degree of access by ‘academia! to the 

| ‘professionals’. The meetings can, indeed, be said to have opened os 
up a means of extending both broadcaster's and researcher's own 


perspectives on themselves 


In practical packs, this extension of access was franed as a plea 


to the broadcasters to allow a researcher to observe an entire 
process of production. The request wes honoured, and this ptudy =” 
is the result of the Hasat unprecedented level of access which » 


was erated. 


In terns of policy and the development of mutual understonding, tho 
Copenhagen discussions also opened up the possibility that. 
researchers could begin to do for broadcasters. ‘wtiae. they often say pe 
they do for us as viewers, that de, to ‘show ourselves to cursolvee". 
. At Copenhagen, the gauntlet had been thrown down for the | 


peceAcastera to have the camera turned upon themselves. 
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In picking up that challenge and some of the weapons provided 

by the Leicester report, this study did not, however, use the 

same Ccamerae It took the cue from the previous research of | 
making a move away from the elitist approach of conscious or 
otherwise collusion with the interests of broadcasters in helping . 
them to get their messages across.e It moved, instead, towards the 
critical approach of making explicit the otherwise implicit. 
 gtructures within which those niessages are constructede The _ 

_ study consequently sought to map out a range of different subd~ 
cultures and to determine the significance of a range of operating - 
eub-codes within a whole process from the inside. It did not try 
to advise about the relative value of alternatives within a given 
universe of discourse because to do so would Bresuppone either 


the superiority of that universe or my own. © 


' Given the fact of my saci entry into the process ee pein DUMHY, : 
it was possible to apprehend a very wide range of operating 
constraints, but it was aso possible to cael an answer to the 
question ‘How are @ producer's original ieatienss cites tate: ; 
a film through the organisation of production?', In copecmenieg: 
this question, the study sought to penetrate the frames of neaning 
which were employed at each moment of reification in the process: 
| from the inception of the original idea for the programe right - 
through to ita reception by an audience, and it has tried to 
explicate these frameworks, not simply as placing restrictions upon. 
people's capacity for interpretation, but also as providing the | 
source of cur capacity for understandings 
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The study has not, therefore, assumed the existence of a 
conspiratorial system. It has not assumed that television 
producers are becalmed in a sea of sterile structural restraints. 
What it does aseume is that even to work within the mode of news 
broadcasting is to appeal. toa preferential version of reality, 
and the study found that in this case of drana-documentary 
production this version was syatenatically distorted by a range 
of demonstrable working conditions. The journey through the 
description of the process enables one to conclude that every 
single stage of the production was cubject to conatruction in one 
form or another. The scope of that journey nevertheless enables — 
one to conclude, in addition, that if the operating constraints 
are examined in context they con also be seen to be negotiable | 
within what is in fact a fluid, interlocking eystem, and not a eyaten 
which is necessarily fixed or linear. Even the apparently rigid — 
restraints of a limited budget or production echedule can, for 
dustances be looked upon as being positive aids to a creative, 
radical venture. So although they may be imposed for purely 
economic purposes, they can actually be used for the purposes of 
generating a creative discipline. These and all the other 7 
circunstences in which a film is made consequently cea to have . 
been recorded in depth, but to allow them to be taken into account 
during the course of an holistic, pandectic analyeia, ond not to 


enable them to be used inductively as evidence for unbridled 
determinian. 
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As I argued in the introductory section, this kind of analysis | 
is necessary because no form of cultural production is susceptible 
to absolute criticism. It is only subject to criticiem when this 
is part of @ process of denystification or explication of the 
conditions in which meaning is sustained. The aim of this etudy 
was to find out what these conditions were ina given case and to. 
find out how far they either constrained a producer's agency or - 
enabled it to exist. | 


In looking back to the introductory sesanent it con also be 
enphasised that it is necessary to carry out such examinations, 

not because the noblesse oblige of individual producers needs to . 
be policed, but because their privilege entails the responsibility - te 


of othera to examine and report ite Not all producers have access | 


to each part of a process of television producticn, and both 
producers and their audiences should have access to, or an 
understanding of the means of different types of production. Such 

* access is necessary if. one is to work towards the gradual reduction | 
of the opposition between truth and consensus in any sphere, Bar 

in this perticular case it is merely encumbent upon the ; 
sociologist to examine the conditions in which a challenge is made . 
to existing divisions between fact and fiction in a particular 


type of television Programme, and to do 60 through. actual 
observation in the field. : 


_ Having done this, it is now possible to extrapolate from the 
- detailed observation and set down a number of conclusions about the 


main issues which have been raised.: The first of these must be 
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concerned with DUMMY's etatus os a construction, and its need to - ; 


deny this as a realist filn. 


The constructicn of realism in DUMMY 


I suggested in the introduction that even the most <afeticaie 
predilections which a producer exhibits in making a film can 
sometimes be explained in terns of a number of ‘upper range’ 
constraints rather than in terns of purely personal. whine DMT 
producer, for example, abhored the imposition of symotry in the 
composure of cinenatographic shota, and. part of the overall look 

of the film was therefore influenced by this apparently | 

; inexplicable ‘preference. A preference for asymmetry CAN, however, 
be seen as part of a tradition of preferences a tenet of 
contemporary realieme In this context it was being Scurcieed: for 


this purpose rathor than for reasons of personal proference OF,’ 
etrictly speeding, for the purposes of naturaliea, aince the state 


in which objects were actually found was somotines altered in order 
to meke it seem more 'real'. In other words, the existing state 
of geruine pubs or private interiors often prompted comments like 


'It locks too much like a set’, and objects would then be moved 


about in order to specifically avoid an unnatural-looking order 
or regularity. | 


The point here 4s that the desire to make a realist film is also. 
_ the desire to manipulate ‘reality’ and the tacit or otherwise 


acceptance of certain codes of practice} “codes which Ihave 


wet c 


attempted to excavate. For antes the current. ecaee of realism - 


dictate that representaticns of the world should not be acamnend 
in the way that Victorian genre paintings were. They. should not, 
indeed, appear to have been composed at all, and one way of 
achieving this illusion is to remove traditional forms of closure 


euch as the use of conspicuous framing. 


The argument is that the real world is not composed of self- 

contained images, neatly packaged and bordered, co neither should — 
representations of that world be closed-off or framed. The realist 
painter or film-maker will often then attenpt to eubvert his or Dee, 
physical point of view by erecting the i1uaion that the eye or the a 
camera was either absent or set in only an indirect relationship 

with the subject. The image which happens to have been captured - 
within the physical frame of the lens or the artist's field of 


view can then be seen as being only a part ofa greater whole} a 
whole which could have existed in realitye 


The fact that auch a field of view has Age been chosen at random was : 
disguised in several different ways in “Duy. Objects. within the 
frame were consciously arranged in order to imply a Jack of - 

deliberate composure, and the framing ‘symmetry of trees or buildings 
on either side of the image was avoided. ‘Similarly, the use of 
twoeshots was generally Limited to that of establishing. the. 
relationship between speakers who were cubsequently shot in close-up. 
This code of practice was used because a sustained two-shot may have ~ 
the effect of foreclosing the boundaries of the inage by 


identifying the position of the Camera, whereas in a cutaway: to one.. 


IST 


of the speakers, the object of that speaker's dialogue or line 
of sight is beyond the physical frame; beyond the reach of the 
camera, but within the ‘reality® of the subjects | 


| et to the idea that realism consists Gi eanet representation, 
it can now be seen that one of ites devices is to show only just | 
enough to enable a viewer to reconstruct those parts of a” 

complete background which are missing. In allowing a character | 

to refer to people or obdecta beyond the immediate field of view, 
a filmmeker is connoting the arbitrariness of his or her own 
choice of frome end shifting the responsibility of making a closure. 
to the audience. Paradoxically, the same effect can be’ achieved 

by widening the field of view to include what appears: to be a 
surfeit of information. For example, the photographer Cartier~ : 
Bresson almost always uses the comparatively wide 5Omm lens and says 
that he never crops a picture. The reason given is that he wants 
to situate people in their environnente, which is the sane argument 
as that used by the cameraman on Duan in support of his use of 
wide-angle lenses in this production and in films made with 
‘directors like Ken Loach. A typical fly-on-the-vall, viderangle 
shot for Loach might then be illustrating a contratenps between a 


married couple, but it ‘may also include in the frame an unconnected 


argument which is going on between their children in the foreground. | 


The point of such a shot may then be to give context to the central 
action, or to draw a dramatic metaphor, but it also renives: the 


viewer to do his or her own editing; it requires one to . 


discriminate or close-off distinct areas of the ‘image from one 
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another in the same way that one might do s0 during a real 
encounter. Once again, the phynical. frame of the picture can 
then be broken down by the work which the film-maker is asking» 
the audience to do. Instead of asking the viever to reconstruct — 
the reality of the space beyond the immediate frame, in this 

case the filmmaker is asking the viewer to meke closures within — 
the physical frase. In both cases the illusion is that it is the 
viewer, rather than the director, who is selecting information . 
from a complete, | worlds it is the viewer who seema to be : . 
supplying the frames Indeed, as soon as the film begins to look 


like a film, or as soon as the director's framing becomes obvious, 


the illusion fails and the realism fades. 


An analysis of such subversion of those boundaries which distinguish | 


a picture of a world from the world which 4s presumed to have a 
continuity beyond that picture can also be applied to whole films. 
Audiences now seem to have accepted the code which caused a lot of , 
irritation in the sixties, the code vhich stated that 'true-life! 
programmes such as the Play for Today series ghould always end 
dnconclusively. The fashion for excluding a denouement can | 
nevertheless be seen to be -a deliberate ploy of the realists eaten? 
than a ‘passing foible of lazy playwrights. In ‘DUMMY, | for instance, 
- the narrative deliberately begs questions at the end, and even 
starts half-way through an action when it opens in the middle of a 
funeral, ‘The fect that one can presume that the action was helf- 


way completed is, however, very important, since the audience is 
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being nudged towards the belief that such a scene had a_— 
continuity ne the boundaries of its representation. 


Since the final closure then appears to have been left with the 
audience, the theory is that everything contained within the _ 7 
actual running-time of the film can then more easily saquive. the : 
semblance of reality for each viewer. However, a producer does: : 
not necessarily wont each member of the audience to mark off his : 
or her private reality; os a realist the filmmaker must also. 
atteapt to foreclose the range of possible interpretations which 
oun be made. He or she must therefore introduce a number of 
markers or signposts within the film itself in order to ensure . 
that it 4s read as intended. ‘The producer must, in other words, 
work within his or her own underatanding of the definitions of 
contemporary realieme - 


The general, if wupeneeioua: recognition of the existence of such _ 

constraints is ‘evident in people's ability to discriminate between 

different types of production. For example, a colleague once ' 
overheard a conversation between two elderly ladies who were 

| queueing up to see Loach's film FAMILY LIFE. They vere not quite 
sure whether they wanted to see it as it waa ‘one of them real = 

films', but whether this eventually put them off is less 


interesting in the present context than the fact that they had 


categorised the film in this (WaYe Ifa judgement of this nature 


‘was based upon more than expectation of probable content, (that, 
for inatance, the film was going to be about an issue of current 
social concern) it may also have been based upon past experience of _ 
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1) 


| | 955 
other such films which these ledies had seen in the cinema or on 
television. 


In addition to such 'negative? cues as the absence of neat endings | 
or incidental music, I found that a nunber of more ‘positive’ cues 
were deliberately incorporated in "DUMMY', ‘The need to deny the 
film's status as a construction placed a number of additional . 
constraints upon the way it was actually shot, I have mentioned — 

a preference for using wide-angle lensea, but in addition to this. 

_ the camera was also kept firmly fixed to the tripod during much of 

the shootings In fact, the camera maintains a fixed position in 

relation to the background in nearly three-quarters of the finished 

fiml, and there. is only ene zoom shot in the whole: Programe. One 

of the reasons for this lack of camera-movement ia that large-scale 

pans or zooms are conematographic rather than ‘natural? povenentes 

While people may physically perform whip-pans in surveying gone now 

surroundings or in following a movement, the tendency is to take in ; ° 

information in discrete blocks, so in an analogue of reality this. . 
tendency was acknowledged by restricting the activity of the cameras fi 


If a realist film-meker specifically avoids the kind of ‘unnatural! 
shot which a director like Hitchcock will employ for effect, this 
does not mean that such technique is entirely absent in films like 
DUMMY. Indeed, ‘the unintended consequences of other types of 
filming was elevated into a specific style for the purposes of - | 
realien in this case. The circumstances in which straight | 
documentaries or news programmes are filmed may dictate that a 


cameraman simply does not have time to set the camera up on a tripod. 
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tn trying to capture a rapidly developing situation a canara - 
may even fail to make the correct adjustments to ‘the eppertures ih 
The reaalting footage may then be less than perfect, but it is es ott 
often the imperfections of jolts, wobbles and changing light which. 
help to imply that the scene being filmed was real. A deliberate 
downgrading of the technical quality of the ieins ep a technique 
. could therefore have the pame effect during the course ofa 
dramatised, -pre-constructed documentarye In this case the . | 
suggestion of shooting the whole programme in black-and-white for 
the purposes of realisa was rejected, but several of the later —— 
sequences were deliberately shot in ‘Wobblyscope ss that dey “with 


a hand-held camera ~ precisely in order to achieve a documentary, 
newa-Like effect. 


A einilar disor underpinned the decision to use real locations in . 
DUMMY. Although he. regretted it at times, the producer epee ttioeaay 
wanted to use existing locations rather than seta BO that his . 
choice of shota would be constrained by real obstacless ‘While the 
lack of "floating walls! or ‘completely controllable lighting can 

be seen as being straightforward technical | restraints upon the 

. production process, the acceptance of such impositions can therefore” 
be regarded as being consistent with a realist theory too. This 

is because the limitations imposed upon the placing of the comeray 
, end the possibility of cheating a shot, would then be comparable 

to those which influence the way. @ real event is filmed. The same 
goes for sound; a lack of apparent control over extraneous noises | 

like passing cars or the sound of children playing ina atreet | 
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outside can bolster the hypothesis that a acene has not been — 
staged for the camerae Some of chaes. noises will.actually have 
been added later in the dubbing process, but the presence of 
natural 'roomtone’ or an unexpectedly creaky door on DUMMY's 
original soundtrack was often saved os a sign that a shot was 
' not composed in a studio. 


The choice of actors who could play thenselves won also guided by : . 
puch lines of thought in this production. Tony Garnott has said 
‘that one should not make an actor's job moro. difficult than it 
already is by shooting in pre-built sots in a atudioy but when it 

is an actor's job to behave naturally, ‘the director can ‘also make 
hie job a lot essior by choosing actors who will not so much act, 

as be the characters required. Any actor ains to become totally 
immersed in a part, but if a prospect for the part of, say, & 
working-clasa Yorkshireman actually isa working-class Yorkshirenan, 
then the likelihood is that he will be able to draw upon special 
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| Pesources in making a portrayal that mich more true-to-life (even 
more so if you place him in an appropriate, end genuine context)e 
‘Choosing local actors can be counter-productive if they are 
overwhelmed by the process of film production, but such actors will 
| also be relatively unknown to the general public, in which case 
people might be more willing to identify them as dtsonete:: 


charactera, rather than as actors who hava played several different 
roles in other Productions, 


_ Most of the actors in pay were in fact hired from that part’ of the | 


country in which the film was sets few of. them had received | 
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widespread exposure oa television and some of then were not’ even - me 
proteasienal ecteres The first three versions of "Sandra', for 

' instance, were all ‘Played by genuinely deef children bia were 
therefore ‘playing themselves* to an unusually high depress: of 
the remaining meabersa of the cast, many were also picked for having . 
genuine local accents, so in combining this factor with that of 
working with authentic dialogue, the producer was hoping to enhance 
the realiea of the film as a whole. Since an exploration of the — 
ways in which puery was designed to tring true’ was a primary 
objective of this study, the processes involved in. developing euch 
an epparently euthentic ecript were also of central interest. Tn 
addition to monitoring the manipulation of objects, resording 
equipment and actors, the study consequently records many of the = 
‘changes which wore introduced in order to make difforent lines of : 
dialogue tyork* or resonate with what was taken to be a natural vay 
of speakinge | | | | 


Operating Constraints in "DUMMY! 


Before the film ever reached the stage of being scripted, the 
producer's understanding of ite potential value would alter and be 
‘altered by the conditions of its existences In trying to Gaaeestaal” 
the genesis of such a production one must therefore have been able . 
. to take into account & greater range of constraints or operating _ 


conditions beyond those which can be been to ba associated with che 
production of the fin as @ realist oor 


This study catalogues such a ranze of constraints as they operated 
in a given casee As a professional film-maker it was found that 


the producer was working within the constraints which define the _ 


nature of a "good story's DUMMY, in fact, was already o story 

by the time the producer found it, since the circumstances of . 
the real girl's life had been written up as being of ‘human 
interest? in an article in the DAILY MIRROR. ‘Thus it had elready — 
acquired a number of news values in being both entertaining and 

| informative, even if a great deal more could then be pegged onto 
these basic values through the procees of transforming a simple 


newspaper article into a ninety-minute fin. Part of the value of | 


the girl's life as a story therefore consisted in its potential as 
a comodity. Jeremy Isascs has stated bluntly, if honestly, that 


the two main aims of television are to entertain and ‘to inform, but 


to do so in such a way that the biggest audience possible will be 

attracted in order to satisfy (in ITv's case) the investment of 

the advertisers, Similarly, the producer in this case was locking 
for a menns of conveying information which would also be 


entertaining, and which, by being sold to a suitable outlet, would — 


satisfy his investment. . 


That investment nevertheless represented moro ice a number of. 
hours of work which needed to be paid forgy it also rennenaated a 
future career and a set of personal comaitmentas 

| in a sense, constrained to choosa this sinks because he saw it as 
a ‘great symbol?’ 


& vehicle for his personal convictions, He was also eeeer ore i 


the sort of story which he was locking for ap . 
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to sce it in terns of being a vehicle for his professional — 
advancement, since as an established documentary-mokor he was - 7 
relatively secure, and ‘yot unhappy with tho prospect of renaining ; 
in that fiold forever. Another young director, Hichacl Radford, 


has pointed out that television documentaries provide ‘the 


likeliest area of employment’, but he also voiced the fear that - 
Teven here I feel that I'm becoming a conniver rather than a =< 
creator’, Similarly, DUMM¥'s producer hed perhaps begun to feel . Fee 
that he was simply going through the motions, or that he as merely oie 
upholding a conventional code of prectice in making etraight 3 


documentaries. He was certainly Locking for an opportunity to 
become more creative, or more openly manipulative in his worke. — 


"A dranatieed documentary could therefore provide a means to an end | 


by enabling one to build ‘upon existing ekills in foregcindine the | 
role of Director. Instead of denying thie role in the making of _ 
traditional, observational documentaries, the producer could then _ 
use a drana-docunentary as a bridge across to the more ‘overtly 
creative pastures of the feature: film industry. . The original idea 
of making a programe of this nature did not, therefore, come out 
of the blues it was rooted in a set of. atrongly-held socio- - 


political theories and a number of premises about the institutional . 


" structures of broadcasting and, indeed, of the feature filn 


industrye 


Howover, in order to reach the goal of beconing a feature directors 
it io clear that DUMMY"'s producer still had to work within, as well | 
as take advantago of such atructural conditions. For exemple, once 


_ 761 
the programme's format had been decided upon, it is evident that 
the producer's personal track-record became an important factor 
in the process of actually selling it toa prospective backers 
It is notoriously difficult to get a new project off the ground 
in television without having first established a 'nane'y if 
only because there is nearly always a great deal of money riding on 
any given production. Althouch the monetary risk involved in 
backing.a new venture may bo high, it can therefore bo reduced by 
recruiting personnel from a very limited peat of known talents a 


pocl in which an individual's track-record becomes his or her — 
meal~ticket. 


One result of thie is that telovieion as an institution tends to 

be a very incestucus business = everyone knows everybody else. 

An individual producer can therefore forecast the relative value 

of hin or her track-record to an employer with some accuracy, but 
dt 4s eleo possible to tailor the outline ofa programs idea to 

: fit a privileged reading of a particular cultural milious In. 

other words, both the format and the content of a proposed programme 7 
mey be formated by a producer ¢ es a member of a cultural elite 
which 18 not representative of society at large (in the cane way 

that the Arts Council appears to formulate manifostos of taste 


which fail to have any relevance for the greater bulk of the 
population). 


There are loopholes in such a syatem. The study demonstrates that 
if the producer is a freelance, it is also possible to take 
advantage of an organisational diversification or competitiveness | 
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which con exist within the institution of television az a holes . 
| He or sho can then promote a ptosis idea in differcnt ways | 
to different companies, or circunvent tho editorial ideology , 
of individual organisations by simply chopping around. In this 
case tho producer had in fact approached the BBC firat, but had 
then gono to ATV when the corporntion rejected the proposale Tad 
he been an ecployoe of the ie Duo may never have beon mades 


Asa freelance, DUMNY¥'s producer had also been in a ositica to 
complete mich of the groundwork for the programe before ho even 
attempted to sell it toa production company. Because he was 
able to work in his own tine he was therefore able to pre-eapt one 
of the objections which such a company might have ssen as a 
otubbling block ~ the fact that they vould normally have had to 
poy for a period of researche In point of fact, tho anount of 
_noney involved might not have bankrupted a steapective backer 
. (Jereay fondford, after all, only recoived £600 for researching 
- end writing CATIY COME NONE), but this factor formed part of a | 
. total package for the buyer which in this ae also ee 0 - 
good professional trackerocord, a Fraotical idea for a caterteiniae | 
inforeative progranme and a potential pay-off in torns es . 
orgonisational prestige, since DUMMY could, end was used to : 


denonstrate a company's willingness to back such en investigation” J 
of censitive social issues. . 


Having negotiated all the hurdles involved in putting together a | 
_galeable package like this, a producer would then have to soi 5 ean ees 
_ &erns with a further range of constraints in mding the programe 
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itcelf. It is evident, for example, that there in a strain tovards 
 gatisfying one's profeseiona}: peers and colleagues in pursuing » 
‘certain levels of technical excellence. Other professionals are 
generally regarded es being the most astuto critics, and as . . 
“DUMN's producer put it, there is a tendency to try to bake bread 

for bakers rather than for people who do not get bread very often. 

As a result, there is an obligation to strive for an aesthetic 

unity in a film as a whole or to adopt specific rhythms in the 
editing of different partes of it, and ‘unprofessional? practices 
(such es allowing boon shadows or camere-shake to mar the inage) are 
avoidede | 

Another obvious constraint which seeeaten throughout the industry 

is that of the ‘time/money axis. Both airtine and production time 

aro exceedingly =< not to Boy excessively = expensivo and thus 
relatively inflexible, po the prescribed running-tine of a ‘programme, 
the production echedule and the overall budget mist all be rogarded 
ao major constraints, While a limitless budget or tranieaion slot 
can prove to be counter=productive (as in the whole-evoning-of=Davide 
Frost syndrome), the comion otrictures on expenditure can also, | 
therefore, affect a producer's original: intentions for | a Programnos 
To take just one example, the sheer cost of filmstock and processing, 
together with the mimte-by-minute coats of shooting with a large 
crew on location can limit the number of takes that one can do for 
eny one shot. While this can impose a certain dncipline, a | 
businesslike approach to film wastage ratios may not epply when one | 
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- de trying to obtain specific reactions from non-actors or children « 
and perticularly from genuinely deaf youngsterse 


. Sinilarly, the ippoditicn of a specified slot cen help a producer: 
to structure a film, but it can also force him or her to cut out 
usoful pieces of information or to artificially extend (and perhaps 
alter the meaning of) individual sections ofa Programmes The 
rigidity of transmission elota is common throughout Uichdoastine: 

- but running-tires are particularly inflexible in ITV's case because 
the network has to allow for a combination of nationally-shown 
progremmes and regicnal opt-cuts (including pre-set advertising - 
plots in vhich each region can tranemit its om commercials). To. 
comply with this, puny therefore had to run for en exact perces of 
time, and in order to reduce the 112 minutes of the. original. 
rough-cut to the predetermined 78 minutes of the slot a great deal 

of juggling of shots and scenes had to be performede In foct, 8 
number of completed scenes had to be cut out edtogethor because of 

_ the pressures of time, end the eventual number of scenes in the 

| film is something under a half of that specified in tho original 


draft script. The rigidity of the slot therefore had a direct effect 
upon the film in this case. 


An dnter-relationship between the constraints of time, money and 
professionalism is likely to affect the existence of a film aa a 
wholo, but it is also likely to affect a producer's choice in 
specific areas such as the recruitment of production personnel, For | 
instance, it ia cheaper in the long run to hire an experienced 


cameraman because you are not, in theory, going to have to retake 50 
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many shota, and such a technician may also te able to double as 
a lighting cameraman or second-unit director. In addition, a well- - 
iowa “conetenen may lend some professional elan to a production, | 
tut all these considerations may fall by the wayside if he or she 
Wiieed Co ‘be-thavalleble al the-eequiied vides. “dn Ghis-eage-the 
chosen ceneraman was actually bookedeup for other productions 


during the period in which DUMMY was originally going to be shot, 


and this is one of the reasons why shooting was put beck a few 


“weeks. At the very least, this meant that DUMMY was shot at a 


slightly different time of the year than had been intended, and it 
was therefore a different film to the extent that subtle changes in 


natural light would have occurred between the planned end the actual 
shooting dates. | | | 


Another reason for putting back the shooting schedule cen be found 


when examining the organisational constraints under which ‘the 
producer was working. As a straight documentarist he had been used 


to working with minimal crews, and wanted to use a-enall crew o2 


this production too. In the event, the forces of untonteation- 


dictated otherwise, and the ampciated negotiations about the aise of | 
the crew became another factor in delaying the start of the shoote 


In having to take on a much larger crew than had been enticipateds 


the producer was also eomewhat thwarted in his attempt to maintain 


a low profile when shooting in real locations, and it must be said — 
that the well-intentioned rules of demarcation which operate within 


a large crew occasionally ‘led to lees than ei productive delays: 
and confusion. 


Such constraints upon the precess of actually filning Duo vere 
accompanied by a nunber of formal tecknico-legal restrictions. 
Any film-noker haa to abide by the laws of libel, trespass end 
atraightforvard highway legislation. He or she cannot, for 
instance, film without permission in private property, or park 
equipment vans on double yellow lines without resorting to speed 
or subterfugee In addition, there may also be special restrictions : 
such as the old fourteen-day rule on reporting parliamentary 


affairs or the various sections of the Official Secrets Act.” 


In DUMMY's caso, the production etudy shows that o great deel of 
negotiation with public bodies preceeded the gaining of permission 
to film in a ochool end in several hospitals, and that people's no 
real names were changed throughout the film - not only to protect 
their privacy,. but also for fear of legal reprinalse - The atudy also 
records the existence of direct or euto-consorship within the 
production process itself, the former being exerciacd firmly - if | | 
gently ~ in respect of three of the original ccenes, and tho latter 
being exercised in varying forms fron the personal intervention of 
tho producer to the latunt or manifest dissension of the crow. 


Beyond such forms of controly ae nusber of purely technical conntraints 

| abound in ¢iiremaleing end in televisicn in farticular, - even if. they ” 
con often be turned inte techniques in their own right. We have 

| perhaps come n long vay since the early days of television whon the 

poosibilitios of showing continuous action through a fode ware . aaa 

' by the fect that each fade tock about eight second on the carly . 


electronic equiyment. On tho even earlier Baird equipaent, plays | 
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were specifically chosen for their lack of action because the 
cameras were fixed, and profile shots had to be avoided because 
the slow-scanning machinery tended to elongate people's noses. 
Nowadays the equipment 1s very much —— flexible - partly because 
it is far more compact and portable “ and it is therefore more 
suitable for use under the inflexible conditions which are some- 
tines dictated by real locations. The development of. the: Light- 
Gad cit: but high-quality 16am film camera can, indeed, be closely 
associated with the development of filmed drama on television, 


and it can be linked even more accurately with the rise of 'fly-on- 


: the-wall' documentarism. Film as a mediun nevertheless imposes 


limits upon the range of subject which can be recorded. Certain 


types of movement in a subject fail to peciater: because of the rate 


' at which film normally panes through a camera's gates A noving 


tennis ball does not, for instance, show up very well on film, ae 


‘whereas 1t would on a live transmission or on videotape because the - 


‘equivalent ‘scan-rate’ is mich higher. . 


' Film also requires more Light than the puman eye in order to register 


_ on image, a0 a director is often forced to ‘Supplement: naturel ‘light 


with various forms of artificial illumination. This is particularly 


true where focus is critical throughout a deep background (as in 


Welles’ use of deep focus in parts of CITIZEN KANE, where vast 


amounts of light were required), or where the ‘natural? light is. 
supposed to be coming from normal domestic Lightbulbs, Obviously, | 
the careful use of srtificisl lighting end/or high speed film is _- : 
also required when shooting at night, and since there were a great 
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many dinly-lit interiors and night ecenes in DUMMY, the study | 
has documented some of the difficulties involved. Such problezs 
included the possibility that the physical presence of lighting — 
equipment can begin to restrict ectors’ movements, and that ite. 

“use can be subject to the availability of adequate local rover | 
supplies or to the physical restrictions of small rooms or public 
placese In addition, there is @ very real danger of attracting 
unwanted spectators with a mess of highly visible sqiaant when 
shooting in the opene it 2 —— ee 


Special problems can arice vhen shooting outaide ite “etudio fox 
either television or the cinoza. Technical or logistic constraints 
_ which can occur in both media include those gassoiated with one . | 
obduracy of inanimate objects or the difficulty of getting 
everybody end everything in the right place at tho right tines 

- Bone of these constraints were welconed by DUMM¥'s producer for the 
purposes of realism, but others wore not. For example, it vas found = 
that locations usually need to be available at predetermined points 

in the shooting schedule to enable tho apnraiate actors or. 

special equiyment to be rostered econcnically. It is also generally 
preferable to bool Locations such that scenes can be shot in the 

" approximate order in which they will appear in the finished fin. . 
In this CABG, however, the late start of the shoot meant that one | 

of the later, more difficult scenes had to be shot during the first 
few days, simply because it was set in a fairground, and the fair =~ 
—iteelf was only to be in Bradford for that particular woelt. 
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Being able to adapt to such external constraints is a useful 
attribute for a film-maker, but he or she will sometimes have 
to completely alter a plan of action in order to acccumodate them. 
For example, during the filming of the BEC series SECRET ARMY, 
- the script called for several people to bale out of an aeroplanes 

_For the purposes of the following action, all these people then | 
‘needed to be together on the ground. Unfortunately, if a number 
of people jump out at intervals from a moving tplane they will not 
all land in the same place, so in order to ensure that they 


remained together the director decided to have the aireraft crash . 
‘with everyone still on board. 


Modifications of this nieces although not of the same magnitude, 
also occurred in DUMMY. A scene inside a fenale VeDe clinic might 
have been lost: because the women's section simply happened to be 
exceptionally busy on the day allocated for shootings In this 

‘case the producer renegotiated for permission to filn in the less 
busy male section of the clinic, end had. all the identifying peetere: 
and signs changed accordingly. On the other hand, a scene inside 

a social security office had to be scrapped altogethers firstly 
because permission to fi1n there had not been granted, and secondly 


because an attempt to carry on filming with a concealed camera: 
failed for technical reasons. 


In iste for either television or KAthe cinema, a producer win 
normally obey basic rules of filmic logics ‘The reapect of continuity, 
characters’ eyelines and rules such as those which govern the placing 
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of the camera in relation to a given action in different shots. 
are all recorded in this study. In particular, the study documents 
those occasions when euch rules forced the producer to nake 


adaptive decision or to change tack in some WAaYe 2 


Straightforward mistakes can also occur during the course of any 


process of production, and the results of such errors can foreclose 
a range of options just as surely as any of the other constraints 
mentioned abovee During the first few days of shooting for this 


production there was some confusion over the 1 use of a particular 


viewfinder in the camera,’ and to illustrate my point, this resulted 


in some less than perfect framing and a consequent reduction in the 
choice of useable takes which were then availabe during the editing 
processe 

One last category of technical Godetreints which has been eciaiied 
in this study is that related to the special preblens of producing 


' for television as opposed to the cinema. ‘the cinema is generally | 


regarded by professionals as being a ‘quality’ mediun because the 


canvas is that mich largers it enables one to produce images of 


high definition with a very wide range of texture and depth.’ 
Television, by contrast, cannot resolve an image with such clarity, 
and it also forces one to make special allowances in areas such as 


sound. control.~ When making programmes for television, a producer mee 


must therefore remember that it is often aifticutt to pick out a 
particular face from a crowd on a small screen, or that it may be 


hard to read important pieces of information such as shop-eigns or. 
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car registration susharws He or she is therefore constrained 

to use more close-ups in television than would be Heceasaio an - 

the einena, and extreme Long-shots are often specifically 

avoided. A good test of this argument is to imagine how the 

average television programme would look on a cinema screen. 
Alternatively, it can be argued that a cinema film with a high 


proportion of long-shots (such as DEATH IN VENICE) loses a great 


deal when shown on the box. 


The quality of sound reproduction is <i limited by the average 
domestic TV set's speaker, 50 a producer may be forced to . 
manipulate his or her soundtrack accordingly. A very high-pitched 
scream may not, for example, come across very well, and the sound 
of a ‘practical’ television set or a radio which actually appears 
in a television programme will sometimes need to be artificially | 
downgraded in quality in order to maintain a constrast. In fact, 

| while DUMMY was dubbed with the use of high-quality monitor 
speakers, the dubbing mixer would often ewitch the signal through | 
to a domestic-type speaker precisely in order to check juet how 
much of the soundtract was likely to be picked up by a normal sete 
A final constraint which can be cited here also concerns the 
soundtrack ~ some of the IBA's automatic transmitters will 
apparently throw up a ‘fault' card if there is a loss of signal 
for more than a predetermined period, so ifa producer wants to 
deliberately lose the pound for very iene Gates case, where 
he wanted to emphasise ‘Sandra's’ deafness) he can't, . 


| — ge 9 whee, 
DUMMY and its audience | : . : 7 


The evidence of the production study leads to the ‘eonclusion- 
xk ecostiere sre likely to trust in a consensual ideology - 

the culturally constructed symbolic activity of realism in this 
case = which is then worked out on the ground within a set of 
operating codes of practice. ‘The fact ‘that it 4s worked out, end 
that the codes of practice actually enable a producer to work at 
all, also leads to the conclusion that such a process is a 
medium of practical activity. It is ‘the result of reciprocation . 
between both stvantineliysconsti tutes action and action-constituted 
structures, and not merely a static process in which specific 
ideologies are simply reproduced. ae 


Having carried out the logical, yet surprisingly rare follow. | 
through of producing @ complimentary study of part of DUMMY's 
‘qudiease, one can also conclude that the product itoelf acted as 
a medium of practical activity for ‘then t00. Different members of ~ 
an audience were found to have perceived meaning in the film, and | : 
according to the theoretical position which was worked out in the. 
introductory section, they must therefore be posited as being . | 
active rather than passive recipients of a ‘message’. They must, 
in other words, have drawn upon their capacity for objectification 


rather than their supposed etatus as objects of a producer's 
‘ASENCYe . 


Since different members of a sample audience also derived the sane 
“meaning from the film on different occasions, it was unlikely that 


. they did so at random. Indeed, they must have known, in principle, 7 
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how to look for it, or to put it another way, they must have been | 
looking for information according to Principles which they 

already held. The hypothesis that Sreducert have to power to 
tackle audiences with all their defences down can therefore be 
abandoned and replaced with the conclusion that it is people's 
‘defences’ which enable them to understand a programme in the first 
place. . 

The focus of attention must then be shifted towards: an examination 
of these defences, principles or meaning systems. . _The audience 
study found that the typifications eaployed by the producer were 
capable of sustaining more than one meaning, but not an infinite 
set of meanings within the scope of the cuieatiens asked. ‘There 
were in fact chisters of similar entouaes which could be related 
to known variable such as the soatelciaas ‘or the pre feeatoael’ 
experience of the respondents. | 


People can then be said to be predisposed to lock for meaningful : 

relations between symbols in a meseage-vehicle like DUMMY, and the 
way these relations are formed can be seen to depend upon the. } 

| availability of a number of different meaning sistenae As aston 7 

constituted structures these then enable etructurally-constituted . 


‘action, and thus communication, ‘to exist. -The conclusion is that - 


communication actually depends upon the possibility fo ‘there being 
a range of different structurally-constituted interpretive actions, | 
_ because without such a range of potentisl "decode variance’ we 


would not be able to ‘distinguish any meaningful relations, and 
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without some form of systemic decode variance we would be able 
to distinguish too many. A television programme therefore needs 


to be able to sustain more than one meaning. 


If decode variance is not only normal but necessary, the question : 
of whether it is possible for a producer to put over a specific 
‘message to large numbers of people comes to the fore.s ee argued in 
section one that this would depend upon an audience's agency 

being oriented, not only by its own meaning systems, but also by 
that system of meaning within which the producer's ‘epeech acts! 
were originally constituted. To begin ‘ cnderikonae rather than — 
merely decode a producer's utterances through a programe, it was 
argued that an audience would need to have access to both the means 
of decoding any message and the means of decoding particular 


messages in terms which were msualty corrigible with those of the 
producer. 


the producer cannot, however, guarantee euch corrigibility, even . . 

with the kind of wide-ranging eudience feodback which is in age 

case lacking in broadcasting Neither can a third party euch as 8. 

sociological researcher discover tho exact nature of any mitual 

' knowledge which existed between a broadcaster and his or her 

audience because of the problems of inference. ieaves: _ could 
posit the existence of mutual knowledge insofar as it can be Linked 


to perceptible conventions of objectivity. You could compare a 


Producer's sense of what 4s common (through an examination of the 
way in which a programme is constructed for public use) with that 


of an gidience ateeete> as their commonsense is seen to be 
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represented in that programme). In this case the conventions of — | 
objectivity were represented by that series of factual beliefs 

which constitutes end is constituted by rN programme's realism. | 

So if the reoliem worked, or appeared to have been unstructured . 
or ‘true to life’, then the frequency with which this happened | 
for different members of an audience would indicate the degree of 

a programme's success as a means of communication. The audience 
atudy confirms that DUMMY did work in this respects but it remains — 
subject to criticien in the sense that the film's ontological 

status was governed by its structuration by different meaning 


systens rather than be reality itself. As ith en audience can 


be invited and enabled to read the work anew through the provision 


of en explication of the structure which orientate both production 
and pecepe0ns 


Part of DUMMY's raison d'etre was, of COUrEO, to ee just thie in the 
sense that ite producer wanted his audience to inspect their own. 
prejudices through the medium of an accessibly realistic account 


of the life of the film's central character. The question therefore . P 


arises as to whether the programe afforded any bain for enhancing — . 
understanding in general. The key to answering this, as I | 
suggested in the introduction, was not to simply ask ‘vhother a 7 
programme enabled mitually recognisable characterisaticns to be. 
generated, but whether it enabled the generation of euch eharicters: 
isations which could also be instrumental in the expansion, of what 


; has been called the rational eutonoay of action rather than the 
consolidation ofa status quos 
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DUMMY's producer tried to achieve this by exploring a set of 
propositions which were known to be prejudicial to such 
expansion by virtue of at least their logical falsitye It is 
not, for instance, valid to induce that all people like ‘Sandra! 
are stupid because some people who have difficulty understanding 
, others are mentally defective, nor 4s true to say that her crimes 
were without defence pinply because some crimes are indefencible, 
‘Bandra’ herself nevertheless represented a most unsympathetic 
| set of stereotypes - that of the deaf, and therefore possibly dumb, 
down-and-out, promiscuous youngster who, to cep it all, was a. 
pill-popping prostitute and a murderers If thane aspects could be | 
introduced into the programme, and yet still be seen an being 
stereotypes (i.e. as only partial descriptions of 'Sendra"), then 
it could be argued that some degree of eeseastan of the’ ects 
of tolerance! had been achieved. Pa 
The audience study showa that the mode of Anterpretation “ised é 
drematised documentary = could indeed engage different audiences 
in such a way that people like ‘Sandra’ could be approached with 
sympathy rather than intolerance. ‘The results wore not mon 
and some evidence can be offered for a theory of iPantossechags 
perception’, where a parallel shift of plane relative to the. 
producer's intentions could be detected between the responses of | | 
tworking class! and ‘middle Class' people in respect of their seapaticy 7 
to the central characters In other words, the — "working evans’ 
people tended to be rather less aynpathetic than the more Imiddle | 
class! semple, but the important point is fat both aero remained 
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syspathetic within the terms of the questions. Different | 
respondents had therefore produced different understandings of 
the programme on the basis of meaning systems which in this case 
could be identified with social class, but the range of those 
“understandings was still within that which could be recognised ty 
the producer as a preferable range (and one which waa also 
expansionist in a rational cense)e These understandings could | 
therefore be said to have described different pictures, on different. 
materials, which nonetheless remained Linked - ‘as ina pantograph - 
to the picture held by the producer, Unlike, the producer's sales’ 
set of propositions, the frameworks which: Ponce euch links were 
' not, however, logical but sociale pay may in fact have made ita © 
subject matter newly accessible, but it did &O because it was . 
already a structured interpretation of reality. The fact of its. 
construction at every level from its choice as a tstory" to its = 
passage through the process of editing is evident, so if ie enabled, | 
people to examine their prejudices or to frame questions about how 
reality is socially constructed, it did BO, not by copying. reality 
or even by telling the truth in any absolute sense, but by offering 
up another form of reality's symbolic expression, . 


Any process of bearing witness to the atructure of a social ettiaties- 
in vhich the negotiation of meaning takes place reveals the 

. inevitability of interpretation. Dunit producer chose to 7 
dramatise ‘Sandra's! life as a way of interpreting ity I have . 
chosen to interpret that proceso sociologically, I cannot: therefore 
usurp the right to criticise the fact e the. programme's . 
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construction any more than critics of the aiaaasdocuméatary os 

a form can presuppose that there is a clear division between 
‘factual’ and fictional’ television, It can, for instance, be 
argued that drama-documentary is the Logical outcone of the nature 
of television news coverage and that it merely extends the | 
dnevitable dramatisation of events involved in the television _ 
medium. The principle subject of criticism ia that the sane nodes 
of interpretation which could be instrumental in an expansion of | 
the rational autonomy of action in DUMMY could equally have had 

the potential of ‘being instruments of dominatione Since these | 
modes wore not locked to a truly objective reality, it is therefore 7 
the self-denial of the programme's construction as a piece of © | 
realism which should be criticised through an explication of its 
mens of production. This is.what I have set out, to do in this | 
study in the hope that an institut Lonalty-enshrined sence of 
objectivity will eventually be abandoned, A reduction in the om 
of obstacles between the two ‘aides* of the communicative process 
and some further breekthroughs in understanding may then be echievedy 
not by diminishing the number of available views, but by 

‘encouraging their expansione: | | 


Some implications of the research 


It is the nature of a case atudy that most of the sanicteds vil | 
be implicit in the body of tho texte Tho conclusion that making 
a tiajor drama-docunentary is an extraordinarily complex process is," 
for inatance,-implicit in the descriptive section of this study: 
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ginilarly, it is implicit in the audience section that the 
subtleties of individual's understandings need to be interpreted 


with great care 


|The study nevertheless contains severe. “Anpltcations for both 
programme makers and nedia researchers which could be restated 
heres Not the least of these is tho intimation thet since 
-programme-making does involve a complicated sot of intor-relation- 
hips, ite atudy ebould not be carried out in a pieceneal fashions 
Likewise, it is foolish to thin that one is overy going to distil 


an audience's underatanding of a progremo otmply | through the use 
of a structured questionnaire. 


The major implication for progranme nekors ds also implicit in the 
existence of the study as a wholee. That is that they chould read 
it, Few programme makers will have experienced the ‘wary of being 
able to watch their colleagues at work for any Length of tines and 
vhile making their own programmes they are unlikely to have been 
able to monitor the range of events which I have attempted: to record: 
heree It is only a very tow ‘people in the industry who have access 
to an entire process of production in any case, 50 this otudy ond 


others like it may give practitioners sone insight into areas which - 
they would not otherwise have encounterede 


The study specifically represents a plea for a self-reflection of | 
methods and interests within the industry, and it carrics the 
perticular implication that continuous polf-examination is necessary 


during the process of negotiating agreenenta about what. atands for. | 
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truth. This applies as well to news programming as it does to 
drena-documentaries, and the poit is nade after having | 
demonstrated a range of operating constraints which can affect pick 
negotiations. Individual programmeemakers should Sete: the 
responsibility for their own decisions, not necensarily ao the 
result of the removal of constraints like direct censorship, but 

as the result of making the fact of such constraints known. 


Television programmes are not susceptible to absolute criticism, 

but every debate or dialogue has terms and it in these which can 

- be constructively criticised, providing that we know what they are. 
It is therefore to the broadcasters! advantage, as well as everyone - 
else's, to allow the terns of their work and their working | . 
environment to be examined. This means extending the possibility 

of gaining access to different processes of production and to a - 
wider range of different aspects of production. There has not, foe | 
example, been en over-willingness to allow necess to the boardroous | 
or to the mestings between different programte-controllera. nae 
type ‘of access may have been restricted for obvious reasons, sone | 
might say, but it could be negotiated if, for instances veseseehers 


‘wore willing to contract to temporary enbargoes on ‘publishing datess 


Researchers are depeddants upon Grcadcantees for gaining access, 

but they are particularly dependent upon them for gaining access ae 
the right time. I was almost uniquely fortunate in becoming - 
involved with DUMMY at a very early stage in its development, and 


the implication is that wo need noticed fortheoning productions it 


they are to be studied adequatolys In beconing involved from an 


out in different genres and Antegrated: thin a programme of . 
researche We need a continuous pregracte of investigative — 
documentation in this field, News production has already Seceived 
a ‘Lot of attention, partly because it is relatively acconaible, but - 
we otil) need a full-length atudy of the making of a straight | 
documentary or one of the programmes which are beginning to 
experiment with incosing technological advancements in video. In 
particular, we need a atidy of the making of a programme which did : 
not ‘work! in some respect. It so happened that DUMMY was a 
successful. film, both as assessed by internal eriteria and by the | 

. criterion of being axpaneive in tho pureuit of understandings It 
would be valuable to trace tho course of a programe which. was 

_ eventually shelved, and to esk why it was} or ‘to examine the making 
of a trananitted programme which nonetheless proved. to have. failed 


to make any breakthroughs in meth ite eubject tnevy necessible’ | 
to its audience. 


There is also a great-deal more work to be Saal on vhat night be 
called the preteen of production. The setting-up of. two new ~ 
regional companies and two new channels in this country Brovatens Py 
golden opportunity to carry out casc-atudies of the process of |. 
‘commissioning and organising a range of individual Productions. 


The acceasibility of a progrenme to its audience van exaninod in | 
this study, and one of its inplications is that we still need to. 
obtain a positive re-admission of society-as-audience to society~nn- 
source through ioproved modes of feedbacks In fact, an underlying 


"conclusion from the audience study is that group aiuocseines are: in 
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themselves valuable (and seen as such by participants) in 

‘encouraging people to engaze “with each other in discussing what 

they have seen and to think through its implications for their own 
lives. The results of such discussions are, however, rarely made 
available to those broadcasters who already find themselves chiadaias 
on profeasional nete-audiences in the absence of very much. | 
interpretive audience research. Future research night theretars o 
expand this area of study and rake sure that the results ere passed 
on to programme-makers. One particular aspect of ry own asiatice 
study which I should like to havo ‘pureuod more deeply concerns the 
perception | of Berane codese The way in which DOWNY" cast attenpted : 
to "play it for real! was examined in some detail, but there is &ill 
room for a body of work to be completed on an audience's perception 


of the aivfersnees between real. people end actors playing real 
people on seseen. 


Another aspect of the work which olearly needs to be followed up is 
an exomination of the effects a film like DUMMY has on the real 
people about whom it was made. T specifically avoided many of the 
questions raised here because my brief was to lock at the production 
of the film. In addition, I felt that any further intrusions into 
the original 'Sandra's’ life would be unwarranted at that time. 
However, the public documentation of private individual ‘s tives,” 
albeit for morally defensible reasons, rust be subject to. | . 
7 examination, and very little work has been done in this area, - | 


ane participant observation of such on experience would be an deol 
. way of cons to grips with the ene involved and I commend 
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this method in any study of social activity whenever it is possible 
to use ite To becoue involved in a subject without being taken 
over by it is neverthelesa frought with difficultien, so having emerged 
relatively unscarred from this form of *pociolopical voyeurism’, 


4t is worth concluding with a little self reflection on my own 
pethods and interests. | 


My major interest was in trying to grasp how this particular world . 
locked from the point of view of those I was studying, ao welles — 
from my own point of view as an tobjsective! observers ‘The . 
limitaticns of this approach are nonetheless manifold ‘since it dis 
impossible to grasp exactly how anyone olce wee the worids 
However, the method of participant stopevation Gin ‘enabhe one to 
move in quite closely, and its enormous advantege is ‘that it allows 
en observer to react to what an actor would call. Major etimiust. 

In other vords, unexpected ovents can trigzer on aveme ‘of enquiry 
which one would not otherwise have been able to follow Ups Soueone 
may, for exauple, rationalise a course of action which he in 
reporting to you after the events an event which, had ee - _ 
present, might have been based on anything but rational actions Ko. 
forn of post hoc analysis can reconstruct the nimtine of a pocial 
trensaction as it: actually happened, so if ono wants to find out | 


how ‘* Process of, in this case, television production works, you ’ 


- Bust observe it in situs You cannot rely upon the perspicacity of’ 


an analyst to reconstruct the conditions which operate on the ground - 
solely. through’ ean examination of the aeeeceert 
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You mst, however, firat negotiate necess to the ground upon 

which the gaze ia to be played, and having gained that access you ~ 

mist preservo ite As I pointed out earlier, this involved a . 

constant atrugelo to balance the need for information againae on 

the need to retain acceas to that information. This balance was 

achieved here largely because of the patience of the crew, but | 
also because I had to loarn very quickly when. to back off. It is 

| es well to renembor that the right of freedom of access to the : 

source of mass communications inplies the right of individual | 

mess communicators to tell you to bugger off in certain 


circumstancese One does not, for exemple, interview actora between 


"takes, because they will be concentrating on the preservation of 


their characters for the next take, Similarly, one should not 
voice one's criticiams on the floor of the Baty because this can 
easily rupture the very authority ofa director which you are | 
supposed to be studying. 

This does not mesn that a participant “observer rabessnridy han to be 
pacsive, indulging in only *aininal clarifying interaction's:.Indeed, 
tho fact that I van absorbed into tho production by being asked to | 
hold lights or help with crowd control, quite apart froa acting as 

a mediator in certain respects, was of positive benefit to the 
research, Without this interaction I would not have been 
volunteered mach of the information which I received, A related . 
point is that I came forcarned with a perconal intereat in ‘file 
naling end its associated technology. T could therefore sponte the 
sane language in nany respects, and could therefore cut through cm 7 | 
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a lot of the natural reserve or even patronisation which can mar 


the relationship between the observer and the observed. 


lastly, the reason why I put igudeative! in inverted comes hase 
now was because I was not, of course, an entirely objective _ 3 4 
observers Hobody everis. I attempted to be objective in recording . 
the events to which I bore witness because I wanted the people ae 
involved to be able to recognise themselves fron another perspective; : 
another form of reality'a symbolic expression, but in studying the 
molding of DUIMY I was about as mich a fly on the wall as the film 


Crewe 


PAGE 
_ NUMBERING 


AS ORIGINAL 


=. - 


- 787 


APPENDIX 


Questionnaire documentation 


l. Preliminary letter 
26 Secondarmletter 
3. Questionnaire 


 Gatagecs Ue eens Saray ~ 
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University of Leicester 


Centre for Mass Communication Researcl 


Telephone : 104 Regent Road 
Leicester 28437 Leicester LE? 7LT 


Director: Protessor J. D. Halloran © 


4st November 1977 _ an 


Dear 


At the Centre for Mass Communication Research one of our main aims 


is that research, carried out in cooperation with the broadcasting 
companies, will lead to an all round a acest in television 
programmes. In this work we need your help and cooperation, for > a 
is important for us to know what you think about the programmes 


- that are being skown. 


If you would like to help us in one of our current projects piesae 
watch all the programmes on ITV (ITV, NOT BBC) between 8 p.m. and 
10 pom. on WEDNESDAY, 9th NOVEMBER 1977. ‘The day after this 
THURSDAY, 10th NOVEMBER) you should receive a questionnaire from 
us in which you will be asked some questions about what you saw on 


ITV on the Wednesday night. We would be very grateful if you would 
answer these questions and return the questionnaire to us in the 


stamped, addressed envelope which will, of course, be provided. 


. Your name has been chosen at random from the electoral register and 


eny information you provide in answering the questions will be 
treated in the utmost confidence and used only for the purposes of 
this research. Names will not be quoted or used in any way whatsoever. 


I do hope that we can look forward to your help and to receiving. 
your completed questionnaire after 10th November. 


Thank you for your consideration. 


* 


Yours sincerely, 


Tony Flower 


Researcher 
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Centre for Mass Communication Research 


i 


Telephone , 104 Regent Road 
Leicester 28437 Leicester LE1 7LT 


Olrector: Professor J. D. Halloran 


9 November 1977 


Dear ; - 


We wrote to you last week asking if you would be kind enough to 
help us with one of our researeh projects. We asked if you 
would watch television an ITV between 8 p.m. and 10 p.m. on 
Wednesday, November 9th. ‘One of the programmes shown during 
that period was called. DUMMY and we would be most grateful 

— if_you watched any of this pro gramme if you would answer some 
questions about it on the enclosed questionnaire and then return 
it to us in the stamped, addressed envelope. 
If you think that the questions do not give you enough scope to 
say all you want about the programme, please write down just 
what you would like to say either: next to the question concerned 
or at the end of the questionnairm. You can be assured that the 
information you provide will be treated confidentially and used 


only for research purposes. Names will not be quoted or used 
in any way whatsoever, .. 


I do hope that you will. be able to help us in thie work, the 
main aim of which is better television. 


Thank you very much for your consideration. 


Yours sineerely, Pas 


Tony Flower 
Researcher 


Tabulated results: ; - 
Questionnaire and discussion groups. ( Closed questions only ) 


Key: BM= Bradford Manual, BNM= Bradford Non-manual, LM= Leicester Manual, 
LMN= Leicester Non-manual, MG=-Manual group discussion, NMG= Non- 
manual group discussion. All figures expressed as percentages. 


Question Four 


Would you say that on the whole the story was mainly a true story about 
something that had actually happened? 


Yes No D/K 
BM 100 OQ 0 
BNM 90 5 5 
IM 85 Tt °S 
LMM 100 O O 
All. 94 3 3 


Question Seven 


Did you learn anything NEW from the programme? 


Yes No D/K 
BM 29 64 7 
BYIM 18 76 6 
LM 8 75 17 
LYN 27. 68 5 


All 21 71 8 
Question Fight 


Would you say that the programme 
(a) Was different from most other programmes on television? 


Yes No D/K 

BM 87 13 0 
BM 84 10 6 
IM 92 8, 0 

’ LNM 87 13 @) 
All 88 11 1 


(b) Was shocking? 


Yes No D/K 
BM 27 67 6 
‘BNM 53 42° 5 
IM 15 85 0 


All 38°58 4 
(c) Made you angry? 

Yes No D/K 
BM 27 67 6 
BNM 53 4a 5 
IM 15 77 8 
IM 52_48 
All 37594 


| = 998° 
(d) Made you want to do something? ; 


Yes No D/K 
BM 29 50 21 
BYM 28 50 22 
IM 46 46 8 
LMM 39 48 13 
All 36 49 15 


Question Ten 


In general would you say the programme was ( Good, bad or indifferent ) 


Gad Bd Id 
BM & 14. 0 
BM 78 17 5 
IM 8&8 7 8 


Question Eleven 


Some people have written that although the programme was a good One with 


an important message, there was too much unnecessary violence. 
Please state whether you agree or disagree with this statement. 


Agree D/agree D/K 
BM 43 50 7 


BYM 42 58 0 
LM 31 69 0 
LNXM 35 61 4 
All 38 60 2 


Question Thirteen 


As far as Sandra, the girl in the programme, is concerned, would you say:-- 


(a) She got what she deserved . 


Agree D/agree D/K 
. 7 EM 33 8653 14 
-BNM ll 68 el 
IM 23 62, 15 
LNM 9 83 8 
All 19 67 . 14. 


MG 30. 70 0 
NMG’ 0 §8& 15 


(b) What happened was more the fault of soctety than Sandra's fault. 


Agree D/agree D/K 
EM 53 XT Oo 
BNM 47 27 16 
LM 8 ..0.. 15 
LNM = 70 17 13 
All 64 25 11 


MG 85 Oo 15: 
NMG 670° 15 15 


(c) She was more to be pitied than condemned. | , 


Agree D/agree D/K 
BM 66 20. 14 
BM 74 ll 15 
IM 77 15 8 
mM ol 54 
All: “77> 15 ae 


MG 85 fe) 15 
NMG 70 15 15 


(d) She was an intelligent girl. 


Agree D/agree D/K 
BM 53 33 14 
EMM 37 42 el 
IM 85 15 6) 
LNM {9 26 4 
“ALL 61 29 10 


MG 70 30 0 
NMG 60 0 40 


(e) She had a good sense of humour. 


Agree D/agree D/K 
BM 73 13 14 
BNM 58 21 el 
LM 69 8 23 


LYM 774 22 4 
All 69 1 15 
MG 60 40 #40 
NMG 685°—s15 0 
(f) People like Sandra just dont exist. 


Agree D/agree D/K 


20 73 7 
BM 11 84 5 
IM 31 69 0 
LNM 91 4 
All. A7 ~~ 79 he 
MG 0 100 0 
MG =©0-—100 0 - 


(g) She was very weak-willed 
Agree D/agree D/K 
66 20 14 
BNM 68 2aloso6ofull 
IM 69 31 0 
SY hema s< PEE 5 
“All 65 28 7... 


800 


(n) She was really quite likeable. 


Agree D/agree D/K 
BM 66 20 14 
BNM 63 11 26 


(14) She never took drugs. 


Agree D/agree D/K 
BM 13 vo) 14 
BNM 5 74 21 
IM 15 777 8 


Question Fourteen 
All groups ranked the statements about sandra in the following order: 


1. Sandra was completely deaf 

2. Sandra was a common prostitute 

3. Sandra was a delinquent or criminal 
4, Sandra was mentally deficient. 


All groups were within 4% of each other in the percentage of people placing 

‘Completely deaf’ first, with the exception of Bradford Manuals who placed 

’ this description first in 79/ of cases as compared with 93% for the other 
three groups in the survey. Manual groups, especially the manual discussion 


group, tended to place 'Mentally deficient’ higher in the ranking than other 
choices. 


Question Fifteen 


e 


The average age given for Sandra at the end of each of the three parts of 
the film were: 

“End of part One - 16.5 years 

End -of part Two - 21.4 years 

‘End of part Three 26.4 years 


Both Manual groups in the survey tended to place the terminal age higher, 
and the gap between Sandra's age at the end of part two and the beginning 


of part three was larger for both manual groups ( especially so with the 
Bardford Manual group at over * six years ) 


Question Sixteen. 


The ‘date given for the Motel: Scene ‘was, on average, 1970, with a range 
between 1952 and 1976. . 


uestion Twent | 801 
(a) Sandra provoked the man in the motel into attacking her 


Agree D/agree D/K 
BM 33 60 7 
BM 21 53 26 
IM 66 23 11 
LMM =-36_ 50 
All 39 47 14 


MG a) 20 15 
NMG = 15 85 0 


(b) The man in the motel was mentally disturbed 


Agree D/agree D/K 
BM 47 26 27 
BNM 7 26 27 
LM 54 15 31 
LNM 1 14: 
All 55 20 14 


MG 70 a5 15 | 
NMG 100 ° O 0 


(c) Sandra was afraid of the big West Indian 


Agree D/agree D/K 
Mm DB PB 13 —c 
‘BNM 11 T4 15 ee 
LM 8 TT 15 


LNM 9 81 10 
All 10 76 14 


MG 15 70 15 
NMG 0 100- O 


(da) Sandra agreed to be sterilised 


Pek, Agree D/agree D/K 
13 


BM 0 87 

BM 5 65. 30 
IM  O 77 23 
LMM 0.86 sa 
All 1 79 20 
MG 70 30 


_ 
ae 
re) 
oo 
~ 
Oo 
(o) 
(oe) 


(e) When Sandra stabs the man towards the e 


nd of the film she does 80 becaus | 
he 1s definitely going to attack her = : 


Agree D/agree D/K 
BM 867 TD. 20. 
BM 6 67 27 
LM a. «54 23 
LMM 27 50 23 
All 16 61 23 


MG Oo 70 | 20 
NG OO 8 15 


802. 


(f) The man Sandra stabbed was severely wounded, but eventually recovers 


Agree D/agree D/K 


7 8 2 
0 89 12 
o 8 15 
62.82). 5 
n>) 13 
0 100 ) 
0 100 0 
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